The adventure of the refrain : composing with improvised music by O’Dwyer, Timothy Joseph
THE ADVENTURE OF THE REFRAIN: 
COMPOSING WITH IMPROVISED MUSIC 
Timothy Joseph O’Dwyer 
 
 
 
 
 
Submitted in partial fulfilment of the requirements for the degree of 
Doctor of Philosophy  
 
Creative Industries Faculty 
 
Queensland University of Technology 
November 2012 
 
 2 
 
Keywords 
Improvisation 
Composition 
Assemblage 
Refrain 
Deterritorialization 
 
 3 
Abstract 
This practice-based inquiry investigates the process of composing notated scores 
using improvised solos by saxophonists John Butcher and Anthony Braxton. To 
compose with these improvised sources, I developed a new method of analysis and 
through this method I developed new compositional techniques in applying these 
materials into a score. This method of analysis and composition utilizes the 
conceptual language of Gilles Deleuze and Felix Guattari found in A Thousand 
Plateaus.  The conceptual language of Deleuze and Guattari, in particular the terms 
assemblage, refrain and deterritorialization are discussed in depth to give a context for 
the philosophical origins and also to explain how the language is used in reference to 
improvised music and the compositional process. The project seeks to elucidate the 
conceptual language through the creative practice and in turn for the creative practice 
to clarify the use of the conceptual terminology. 
 
The outcomes of the research resulted in four notated works being composed. Firstly, 
Gravity, for soloist and ensemble based on the improvisational language of John 
Butcher and secondly a series of 3 studies titled Transbraxton Studies for solo 
instruments based on the improvisational-compositional language of Anthony 
Braxton.  
 
The implications of this research include the application of the analysis method to a 
number of musical contexts including: to be used in the process of composing with 
improvised music; in the study of style and authorship in solo improvisation; as a way 
of analyzing group improvisation; in the analysis of textural music including 
electronic music; and in the analysis of music from different cultures—particularly 
cultures where improvisation and per formative aspects to the music are significant to 
the overall meaning of the work. The compositional technique that was developed has 
further applications in terms of an expressive method of composing with non-metered 
improvised materials and one that merges well with the transcription method 
developed of notating pitch and sounds to a timeline.  It is hoped that this research can 
open further lines of enquiry into the application of the conceptual ideas of Deleuze 
and Guattari to the analysis of more forms of music. 
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Introduction 
The Adventure of the Refrain: Composing with Improvised Music1 
 
This introduction presents the research problem and outlines how the research 
question was formed and explains why the research is a contribution to new 
knowledge. In addition, a brief background of my previous work in relation to the 
current study is presented and some discussion of the main conceptual terminology to 
be used in this exegesis.    
 
Music to many modern philosophers is one of the most powerful devices of control, 
disorder and expression within society and throughout human history. The ability of 
the affects of music to transcend its original formal structure and influence, invade 
and manipulate nature and the cultural environment of humans is unparalleled. 
Jacques Attali in his seminal book Noise: The Political Economy of Music writes: 
 
More than colors and forms, it is sounds and their arrangements that fashion 
societies. With noise is born disorder and its opposite: the world. With music 
is born power and its opposite: subversion. In noise can be read the codes of 
life, the relations among men. Clamor, Melody, Dissonance, Harmony; when 
it is fashioned by man with specific tools, when it invades man’s time, when it 
becomes sound, noise is the source of purpose and power, of the dream – 
Music. (2006, 6) 
 
This ability of music to move out into the world and influence society, to enforce 
dominant paradigms of state control, manipulate people to go to war, shop in the mall, 
buy products through advertising or to soothe individuals intimately with a pair of 
headphones makes music a force that is fundamentally about its ability to permeate 
and influence every context within our lives. Whether we choose to listen to music or 
not if we have the faculty of hearing then noise and its ultimate organization into                                                         
1 Improvised Music in this context is defined in the Derek Bailey sense of: ‘Non-idiomatic improvisation’. 
“Idiomatic improvisation, much the most widely used, is mainly concerned with the expression of an idiom – such 
as jazz, flamenco or baroque – and takes its identity and motivation from that idiom. Non – idiomatic 
improvisation has other concerns and is most usually found in so-called ‘free’ improvisation and, while it can be 
highly stylized, is not usually tied to representing an idiomatic identity”. (Bailey 1992, xii) 
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music is unavoidable.   
 
According to Deleuze and Guattari (2004a, 343-4) music is a phenomenon that can 
pacify a child alone and in the dark as he sings a little tune under his breath as a 
calming and stabilizing mechanism; music defines spaces or territories in our 
environment whether it is the radio playing in a home to define the territory of the 
domestic borders of a household, or a song of a bird in nature; and finally music can 
move out from these contexts and have its expressive qualities (meanings) completely 
transformed. The bells of a Christian church the Muslim call to prayer the chanting of 
Buddhist monks signify the power of organizing sound to evoke the deity from the 
source of the temple but more importantly, the power of this organized noise goes out 
into the world that surrounds the temple and into our everyday lives creating infinite 
possibilities of affectation.  
 
For Deleuze and Guattari, the concept of the refrain encapsulates all of these intrinsic 
tendencies of music and this ability of music to re-contextualise into wider 
possibilities is divided into two forms of transference articulated by the neologisms: 
reterritorialization and deterritorialization. In view of the above statements, the 
adventure of the refrain could be said to be occurring all around us simultaneously all 
of the time. However, this exegesis will concern itself primarily with one particular 
adventure of the refrain, specifically in describing the journey of music from an 
improvised source to a written score within my creative practice. To make this 
journey I needed a map that would delineate how to make this journey possible and 
also to be able to trace my process along the way. My map provides two functions. 
The first function is to understand the content of what is to make the journey—in this 
case improvised music. The second function is to understand the journey itself and the 
changes that occurred to the musical materials and importantly its expressive qualities 
once they arrived at their destination in the notated scores and were subsequently 
performed again.  
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In defining music, Deleuze and Guattari divide it into two aspects: the block of 
content and the block of expression2. The refrain can be described as “the block of 
content proper to music” (Deleuze and Guattari 2004a, 330) and here I am speaking 
about the actual building blocks that make up a musical gesture or the mechanical 
parts of the music. The refrain can be further broken down into smaller sub-categories 
including a territory and then also into the active ingredients of a territory in milieu 
and rhythm. The expressive aspects of music and the content of music work together 
as a synthesis to create a whole—the refrain functions to give music its internal 
structure and works within a given context or territory, and the expressive aspect of 
music affects the listener and ultimately enables music to be re-contextualised—or 
reterritorialized/deterritorialized. I will expand upon these concepts and how I have 
utilised them in the context of analysing improvised music and the composing process 
in greater detail below; however the present research has lead to the exegetical 
question being formed: 
 
Can my process of analysis and composition be described in terms of the 
philosophical concepts of refrain, reterritorialization and deterritorialization presented 
by Gilles Deleuze and Felix Guattari?  
 
This project combines my practice-based output with an exegesis that describes this 
process within a philosophical framework. The reason for using a philosophical 
framework with representative language is to provide a perspective to investigate 
alternative and creative avenues in composition; to arrive at a more effective and 
descriptive understanding of improvised music; to broaden the understanding of my 
composing process; to explore a new way of conceptually understanding improvised 
music and composition; and to use a language that is non-theoretical in the musical 
sense in order to explain the subject for non-trained musicians and in turn to liberate                                                         
2 Delueze first develops this parallel approach from his reading of Spinoza and the Stoics in his book Spinoza: 
Practical Philosophy concerning content and expression and then elaborates further in A Thousand Plateaus in the 
context of music.  “The problem of expression in Spinoza’s philosophy concerns, first of all, the interplay between 
the internal thought and external bodies, and how ideas come to express this relation between inside and outside as 
being internal to the power of thought. The problem that Deleuze first sets out to resolve through his reading of 
Spinoza is precisely what is present in a true idea that makes it adequate to or “expressive” of the thing’s nature 
“as it is in itself. The solution to the problem is found in Spinoza’s radical principle of parallelism, in which the 
ideas’ expressive character is said to be immanent in things themselves, and it is the character of truth to express 
this immanence fully or perfectly.” (Lambert 2011, 33) Moreover, the relationship between expression and 
immanence is played out in the interaction between the machinic assemblage and the annunciating assemblage.  
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the material for learned practitioners.  
 
The title of the exegesis comes from the proclamation: “Music is precisely the 
adventure of the refrain” (Deleuze and Guattari 2004a, 333). It is in the nature of 
music to journey outward from its origins to find new contexts of expression. This 
exegesis is a mapping of a particular example of this ‘journeying outwards’—of 
taking improvised musical materials out of their original context, composing this 
material into written scores and the subsequent performance of the material. In other 
words it is but one adventure of the refrain amongst many possibilities.  
 
Moreover, this process of composition using the terminology of Deleuze and Guattari 
is unique in the literature. The contribution to knowledge of this exegesis is based on 
the development of an effective way of analyzing improvised music in terms of 
content and expression and using this analysis technique to aid and develop an 
innovative process of composition.  
 
The artistic practice for the submission will take 60% of the total assessed material 
with the exegesis taking 40%. 
 
 
 13 
My background 
 
My embodied knowledge in the subject matter has played an integral role in the 
forming of the research problem and also in the defining of the creative practice. 
Since the late 1980s I have been active internationally as a saxophonist, composer, 
improviser and educator and am currently the Head of the School of Contemporary 
Music at LASALLE College of the Arts in Singapore. My career has stretched across 
borders of genre, performance practice and art forms. Trained as a jazz musician at 
the Victorian College of the Arts in Melbourne, Australia and graduating with a 
degree in Music in 1993, I furthered my studies with a tuition grant from the 
Australian Council for the Arts in 1995 studying with composer Richard Barrett in 
Amsterdam and saxophonist/ improviser Evan Parker in London. 
 
Following my studies, I returned to Melbourne in the mid 1990’s and joined the 
underground punk-jazz group bucketrider who went on to release four CDs and 
numerous shows from their original material—composed by myself in collaboration 
with David Brown bass and guitar, Sean Baxter drums, Adam Simmons saxes and 
James Wilkinson trombone. The group also performed the works of Sun Ra and 
works from the late period of John Coltrane as well as collaborations with the 
contemporary classical group LIBRA, the contemporary dance group danceworks, and 
supported international rock groups Zena Geva (Jap) and Sonic Youth (US). 
In addition I have been a member of the Elision Ensemble since 1994 as a 
saxophonist, composer and as an improviser involved in collaborative projects that 
cover opera, installation and the concert hall. I have premiered many new works for 
saxophone in this group by composers Liza Lim, John Rogers, Richard Barrett, Chaya 
Chernowin, Volker Heyn and Maurizio Pisati and performed and had my 
compositions realised in venues as diverse as the Sydney Opera House, all the major 
arts festivals in Australia including Adelaide, Melbourne and Sydney, and the 
Huddersfield Contemporary Music Festival (UK), the Ultima Festival in Oslo, 
Zurich’s Theatre Spectacle, Berlin’s Hebbel Theatre, Tokyo’s Saitama Concert Hall 
and Radio Bremen. 
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In 2005 I formed the Tim O’Dwyer Trio with Darren Moore (drums) and Clayton 
Thomas (bass) to perform my own compositions in the avant-jazz style. The group 
has toured the East Coast of Australia several times; Japan in 2010; released 2 albums 
and has also played at Mosaic Festival in Singapore, the Brave Festival Poland, and 
the Montreux Jazz Festival in Switzerland in 2010. We have also performed at all the 
major jazz festivals in Australia including Jazz: Now in Sydney at the Opera House; 
the Wangaratta Festival of Jazz, and appeared twice at the Melbourne Jazz Festival, 
most recently in June 2011.  
As an improviser, composer, conceptual artist and soloist I have been privileged to 
create work and collaborate closely with a broad cross section of sound makers, 
dancers, painters, poets and sculptors including: Australian indigenous artist Lilla 
Watson; Japanese improvisers Tetuzi Akiyama, KK Null, Otomo Yoshihide and 
Kazuhisa Uchihashi; Italian composer and installation artist Mauricio Pisati; 
Australian installation artist Domenico DeClario; Melbourne physical theatre 
company Desoxy Theatre; Singapore director Tzu Nyen Ho; improvisers’ Robin Fox, 
John Butcher, David Brown, Greg Kingston, Newton Armstrong and Robbie 
Avenaim; Japanese sculptor Katsushige Nakahashi; Australian poet Alison Croggan; 
Japanese composer Chikako Morishita; and the Australian Clocked Out Duo. 
I have also performed and recorded with some of the most prominent jazz musicians 
in Australia and internationally including Bobby Previte (NYC), Odeon Pope (NYC), 
Eric Boeren, Michael Vatcher, Willem DeJoode (Netherlands) Scott Tinkler, Paul 
Grabowsky, Tony Buck, Chris Abrahams, Mike Nock and Andrea Keller (recording a 
CD of Bela Bartok material that went on to win the Bell and Aria awards for Best 
Jazz Album 2002). 
 
In addition to my professional career as an artist, I created the current jazz syllabus at 
LASALLE and have been a lecturer in jazz studies since 2004 and a lecturer in 
contextual studies (music, philosophy and aesthetics) and Head of Music since 2009. 
During my time as Head of School, I have created progressive programs at degree and 
diploma levels including a classical performance stream that focuses on the repertoire 
of the late 20th and early 21st century; a music technology program with robust 
creative performance outcomes and compositional and sonic arts elements and a jazz 
program that encourages students to have innovative voices as composer/performers 
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within the nexus of the east-west cultural environment that is Singapore. There is a 
strong element of improvisation embedded in much of these programs, which has led 
me to consider the process of analysis of improvisation and the limitations of current 
methods. 
 
Why develop a method to analyse improvisation? 
 
Historically, improvised music has been seen as something that is too subjective to 
theorize about in comparison to composed music, and to some extent many 
practitioners and theorists have been ‘resistant’ to objectively analysing it.  Derek 
Bailey in his seminal work Improvisation states: 
 
I couldn’t imagine a meaningful consideration of improvisation from anything 
other than a practical and a personal point of view. For there is no general or 
widely held theory of improvisation and I would have thought it self-evident 
that improvisation has no existence outside of its practice. Among improvising 
musicians there is endless speculation about its nature but only an academic 
would have the temerity to mount a theory of improvisation (!) (1992,  x).  
 
Further to Bailey’s observation, the well-known British composer and former free 
improviser, Gavin Bryars3 also argues the highly personal and subjective nature of 
improvisation: 
 
In any improvising position the person creating the music is identified with the 
music…it’s like standing a painter next to his picture so that every time you 
see the painting you see the painter as well and you can’t see it without him. 
And because of that the music, in improvisation, doesn’t stand alone (in 
Bailey 1992, 115). 
 
Bryars suggests that improvised music is only about the expression of subjective ideas 
and emotions that are inextricably linked to the personality of the improviser and 
therefore make it impossible to analyse objectively and accept on its own terms. For 
Bryars, the individual expressive qualities of the music cannot be refuted but nor can 
they be objectified like a musical score, and perhaps he is suggesting that improvised 
music is by its nature a form of music making that doesn’t stand up (stand alone) to                                                         
3 As a founding member of the seminal improvising group Joseph Holbrook, Gavin Bryars along with Tony Oxley 
and Derek Bailey pioneered improvised music in London in the mid 1960’s. (Bryars became disillusioned with 
improvised music and went on to become a composer of renown.) 
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the same analytical methods as notation and therefore is seen as a lesser form of 
musical expression. 
 
Bryars is not alone: John Cage, one of his early influences, shared similar views: 
“…improvisation is generally playing what you know” (in Kostelanetz 1987, 223). 
Cage here is implying that improvisation can be reduced to repetitive performances of 
the improviser’s personal narrative or in the jazz vernacular the continual “telling of 
one’s own story” (Berliner 1994, 201). Cage goes into further detail in his critique of 
improvisation and its close alignment with the personality of the performer: “What I 
would like to find is an improvisation that is not descriptive of the performer, but is 
descriptive of what happens, and which is characterized by an absence of intention” 
(in Kostelanetz 1987, 222). Stockhausen also had an aversion to improvised music but 
this was founded in the presumption that improvisation was always too interconnected 
with stylistic concerns to be conceptually progressive: “One always connects 
improvisation with the presentation of underlying schemata, formulae, and stylistic 
elements” (in Lewis 1994, 155).4 
 
In response to these so-called limitations of improvisation, and historical challenges 
of discussing improvised music, I have formed a method of analysis to more clearly 
understand its nature and to more easily compose with its materials. In view of this, 
the development of an objective language was not only critical to the research, but the 
adaption and use of Deleuze and Guattari’s philosophical concepts has, I propose, 
been a unique contribution to the knowledge of this genre. 
 
It could also be argued that generally speaking improvised music shares the plight of 
misunderstanding with many other forms of contemporary music. Particularly any 
music that, for example, incorporates or relies on noise produced through extended 
techniques on conventional instruments or in the context of electroacoustic music. As 
the noted electroacoustic theoretician Dennis Smalley asserts: “Developments such as 
atonality, total serialism, the expansion of percussion instruments, and the advent of 
electroacoustic media, all contribute to the recognition of the inherent musicality in all 
sounds” (1986, 61). So how is one to describe these ‘inherently musical sounds’ when 
conventional music analysis only deals with pitch, harmony and rhythm as the basis                                                         
4 Cage and Stockhausen chose to name their respective flights into “improvised-like” music as  “indeterminate 
music” and “intuitive music” respectively. 
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of understanding its content? 
 
It seemed to me that the plight of describing this practice of creating music by using 
traditional techniques of analysis was redundant and a more appropriate system 
needed to be established. Through my research, I found similarities in the analysis of 
musical sounds that do not comply within the conventional parameters of music 
developed by electroacoustic pioneers, particularly in the work of Pierre Schaeffer, 
Michel Chion and Dennis Smalley. My analysis system, like Smalley’s spectro-
morphology, “is a way of perceiving and conceiving values resulting from a chain of 
influences” (Smalley 1986, 61). I will be discussing in more depth the comparison of 
electroacoustic analysis with my own method in Chapter 1, however, even though this 
tradition has covered in great depth the analysis of sound and its many forms other 
than pitch, the method is concerned primarily with understanding music that is fixed 
in an acousmatic context especially (when the sound source is often unknown). 
Whereas the method I propose is dealing with an improvising context where the 
music is being created spontaneously with acoustic instruments (a known sound 
source) and so provides a different set of paradigms and challenges than experimental 
electronic music.  
 
Towards Philosophy 
 
The intention of this exegesis is to discuss my creative practice through philosophy 
rather than just describing a set of steps that explain how I make music. The more that 
I thought about producing a ‘how to manual’, it became less appealing and this 
reflection led me to thinking about whether or not the creative practice could be 
expressed in more conceptual language rather than just functions and through this 
process open up more creative possibilities. In a general sense I became interested in 
this approach initially from being involved in the work of Singapore director Ho Tzu 
Nyen and his feature film Zarathustra: A Film for Everyone and No One (2009) 
where he devised a film that attempted to ‘literally’ represent the ideas within 
Nietzsche’s book. Some of his other projects were also concerned with this form of 
representation and philosophical exploration and I became interested in the possibility 
of whether this approach could open new creative possibilities for my own work. In 
addition, my conversations with philosopher and author Andy Hamilton (Aesthetics & 
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Music, 2007) were an early influence in moving towards a philosophical approach to 
my creative practice.  
 
A Thousand Plateaus5, first published in 1980, is the second of two interrelated 
volumes of work by Gilles Deleuze and Felix Guattari under the subtitle Capitalism 
and Schizophrenia with Anti-Oedipus being the earlier work published in 1972. To 
look at the subtitle first, the word ‘schizophrenia’ in this context does not refer to the 
pathological condition. According to Massumi in his erudite introduction to the 
subject, A User’s guide to Capitalism and Schizophrenia: “Schizophrenia as a 
positive process is inventive connection, expansion rather than 
withdrawal…Schizophrenia is the enlargement of life’s limits through the pragmatic 
proliferation of concepts” (1993, 1). Schizophrenia in this context can be seen as a 
philosophy that enables concepts to be invented through multiple interventions and 
possibilities that coexist together. As Masumi points out “it synthesizes a multiplicity 
of elements without effacing their heterogeneity or hindering their potential for future 
rearranging” (1993, 6).  
 
The practice of using Deleuze’s material as a ‘tool-box’ of ideas and appropriating 
them freely in the spirit of ‘inventive connection’ was initially seductive, as has been 
widely practiced in cultural studies and in different artistic disciplines in recent times. 
Deleuze, with his invention of neologisms such as rhizome, body without organs and 
nomad philosophy amongst many, and the outwardly ‘expressive’ style in the 
volumes under Capitalism and Schizophrenia, could lead the reader into believing 
that these concepts can be used and manipulated in the same seemingly liberal 
spirit—an extension of his thought, an appropriation that perhaps could shed more 
light on the terminology? Deleuze’s project before these books were written (he had 
been writing philosophy for 25 years previously) was concerned with the critical 
reading of the philosophical canon that came over centuries before and the 
philosophical language expressed in Capitalism and Schizophrenia is rooted firmly in, 
and a development of, the history of philosophy. This exegesis, therefore, is not a 
reading of Deleuze using a philosophical process of enquiry as this would entail a 
lengthy discourse into the historical underpinnings of his work and a thorough                                                         
5 “The Word ‘plateau’ comes from an essay by Gregory Bateson on Balinese culture, in which he found a libidinal 
economy quite different from the West’s orgasmic orientation. For Deleuze and Guattari, a plateau is reached 
when circumstances combine to bring an activity to a pitch of intensity that is not automatically dissipated in a 
climax leading to a state of rest” (Massumi 1993, 7). 
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explanation of his sources and this would be going far beyond the scope of the present 
research. Nevertheless this exegesis is about the appropriation of Deleuze’s 
philosophy to the understanding of my creative practice, and to this end, I have 
attempted to lay some ground work in the introduction and subsequent chapters and 
connect some of the threads attached to the current terminology so that the reader may 
proceed with a modicum of surety. The challenge has been to keep the discussion as 
relevant as possible and in doing so acknowledging that there will be areas of 
explanation that are too condensed due to this reductionist approach. However, there 
is enough information here to lay the ground-work for the exploration of these 
concepts in relation to my creative practice and I hope that the reader will be able to 
follow some of these contextual threads for themselves for further reading into what is 
an inspiring and rich oeuvre.  
 
The point where the adventure began was in dealing with notions of re-
contextualisation, transference and transformation. Using improvised material to 
compose written scores involved the re-contextualisation, transference and 
transformation of information from one source into another and I wanted to 
understand what the phenomenon of re-purposing could mean from a philosophical 
and ultimately expressive perspective. An entry point to the thinking of Deleuze was 
through reading Ronald Bogue in his book Deleuze on Music, Painting, and the Arts 
(2003) in which he introduces and explains the terminology of refrain and 
deterritorialization and moreover discusses Messiaen’s practice of using bird song as 
source material to compose. Although the article mainly discusses Messiaen’s 
approach to rhythm, the example of ‘music’ that had originated in the animal 
kingdom as source material being transferred (deterritorialized) into a written score 
started a new thread of thinking in terms of describing the transference of improvised 
solos into written scores.   
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Philosophical Context 
 
Assemblage  
 
To understand the refrain and re/deterritorialization, we need to discuss how this 
terminology is used within what Deleuze and Guattari call assemblages. In 
Capitalism and Schizophrenia Deleuze and Guattari develop the neologism 
assemblages and the machine to rethink ethics.  
 
We tend to begin our thinking from some presupposed whole: such as man, 
nature or an image of the universe as an interacting organism with a specific 
end. This allows our ethics to be reactive: we form our ethics on the basis of 
some pre-given unity. The machine by contrast allows for an active ethics, for 
we do not presuppose an intent, identity or end. Deleuze uses the machine to 
describe a production that is immanent: not the production of something by 
someone – but production for the sake of production itself, an ungrounded 
time and becoming (Colebrook 2002, 55).  
 
For something to be seen as a machine or ‘machinic’ implies that it is of a mechanism 
that ticks over, that “has no subjectivity or organizing centre [and] it is nothing more 
than the connections and productions it makes; it is what it does” (Colebrook 2002, 
55-56). An assemblage is used to describe “the play of contingency and structure, 
organization and change” (Wise 2011, 91) and intrinsic to the concept of assemblages 
is the idea of things being like machines or machinic. In my application of this term to 
improvisation, I propose, as we will see later, that improvising and expression are 
products of intersecting mechanical processes, like Deleuze and Guattari’s 
assemblage. In analytical terms I find that the adaption of this concept opens up new 
lines of enquiry in the description of improvised music and is in direct response to the 
historical view that the practice of improvised music is too subjective to be analysed 
and treated objectively in the same way a written score can be analysed. It is my view 
that improvisation has suffered because of the lack of analysis and theoretical 
treatment as stated earlier and the inspiration of this exegesis goes partly toward 
demonstrating that improvisation can be analysed objectively.   
 
 21 
As introduced earlier, an assemblage has two parallel6 ‘synthesising’ aspects that deal 
with content and expression. The machinic assemblage represents content and the 
assemblage of annunciation7 represents expression. The machinic assemblage is 
concerned with the mechanism “of bodies and states of bodies in various degrees of 
interaction” (Deleuze and Guattari 2004a, 97) and the assemblage of annunciation is 
the aspect of music that is expressive of “acts and statements, incorporeal 
transformations attributed to bodies” (Deleuze and Guattari 2004a, 97-98). The 
machinic assemblage is an immanent mechanism and behaves in such a way as to 
create stability through micro-structures to form the ‘content proper’ of the 
assemblage. Whereas the assemblage of annunciation is the outward expression of the 
thing whereby the assemblage can be open to transformations and unions with other 
assemblages.  
Music as an assemblage can be similarly divided into these parallel areas of content 
and expression. On the one hand we have what Deleuze and Guattari describe as the 
refrain. “The refrain is properly musical content, the block of content proper to 
music” (Deleuze and Guattari 2004a, 330) and on the other hand the ‘block of 
expression’ of music within the annunciating assemblage is “a creative, active 
operation that consists in deterritorializing the refrain” (Deleuze and Guattari 2004a, 
331). The content of music is held together by the refrain through the formation of its 
internal structure and the expressiveness in music enables music to be freely re-
contextualized into diverse situations, or deterritorialized. To illustrate this point a 
piece of music can be used within a variety of contexts, or be deterritorialized, such as 
muzak in shopping malls or as a motivational tool in a political party rally; or as a 
device to inspire soldiers to march into battle. Deleuze and Guattari argue that the 
content (refrain) of music can be shifted into a new context and not be changed but 
the ‘expressiveness’ always has the potential to take on entirely new meanings and 
affects depending on its context. The particular piece of music that has been used as 
muzak is still the same piece of music in terms of content but its affect in a shopping 
mall through a loudspeaker system is entirely different to the same piece of music                                                         
6 Parallelism is connected to expression and the work of Spinoza: “The problem of expression in Spinoza’s 
philosophy concerns, first of all, the interplay between the internal thought and external bodies, and how ideas 
come to express this relation between inside and outside as being internal to the power of thought. The problem 
that Deleuze first sets out to resolve through his reading of Spinoza is precisely what is present in a true idea that 
makes it adequate to or “expressive” of the thing’s nature “as it is in itself” (Lambert 2011, 33). Expression in 
Philosophy: Spinoza – Gilles Deleuze (citation needed) 
7 Deleuze, interestingly, uses the more expressive noun annunciation here to reflect expressive projection. 
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presented in the concert hall performed by an orchestra. 
Deterritorialization - Reterritorialization 
To deterritorialize8 in the case of music is for the work or section of work to shift out 
of its original context without changing its content and be relocated in another context 
enabling it to retain some links back to the original context. The musical examples of 
deterritorialization above would retain clear links back to their original contexts—the 
muzak can always be experienced in the concert hall in the same structure/content as 
in the shopping mall and both contexts link back to the original source. The same 
music that is accompanying a soldier into war being listened to on an iPod can also be 
experienced by an office worker going to work on the morning commute. 
Deterritorialization is concerned with the changing affect of music depending on its 
context it is concerned with the transference of the expression of music without 
altering the internal structures or content.  
Reterritorialization according to Deleuze and Guattari concerns itself with changing 
not only the context but also the content of the music and consequently this function 
of transference is more connected to the machinic assemblage or the refrain being the 
‘content proper to music’. This type of transference changes the content of the music 
fundamentally and is seen as a more absolute form of deterritorialization where the re-
positioned musical form cannot be so easily linked back to the original once it has 
been shifted out of its original context (Gunzel 1998). Reterritorialization deals with 
the repositioning of music on a content level, a machinic level where, in the 
transference, the content has been altered in such a way that it has created an entirely 
new set of structures in comparison to the original. Deterritorialization is transitory 
and is concerned with the transference of the affects of music—and therefore engages 
with the annunciating aspect of the assemblage. It can move back and forth between 
contexts whereas reterritorialization interacts with the machinic aspect of the 
assemblage and is more permanent. Once it is changed it establishes, or builds, new                                                         
8 Deterritorialization in music is occurring around us constantly. Kant held a negative line toward music for this 
reason: “music has a certain lack of urbanity about it...it scatters its influence abroad to an uncalled-for extent...and 
thus...becomes obtrusive and deprives others, outside the musical circle, of their freedom. Its obtrusiveness is like 
a heavy perfume, which gives a treat to all around whether they like it or not” (in Bowman 1998, 86). Kant overall 
believed music to be the lowest of art forms, a noisy, formless nuisance. However, Deleuze and Guattari, perhaps 
in reaction to Kant’s negativity, postulate that deterritorialization is music’s ultimate power as it is all-pervasive, 
being able to infiltrate nature and the universe—to connect us with the infinite. Deleuze and Guattari were not 
naïve to the potential dangers of the phenomena though: “Music has a thirst for destruction, every kind of 
destruction, extinction, breakage, dislocation. Is that not its potential ‘fascism’?” (2004a, 330). 
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structures within which to operate and is therefore less able to be transferred back and 
forth. 
The two creative projects that follow involved the use of improvisations of John 
Butcher to construct a fully notated chamber work and using solo improvisations by 
Anthony Braxton to create solo notated pieces applied to different instruments. 
Deterritorialization and reterritorialization are used together in the text sometimes as 
they are linked and from the same genesis. Deterritorialization is by far the most 
commonly used term and in most of the quotations by Deleuze and Guattari it will be 
used as a generic term to describe the line of flight of music from its original source to 
other destinations. The key point here is that I use these terms for distinctly different 
purposes to describe different compositional processes. In both of my projects, 
outlined later, music is deterritorialized from its original source in terms of music 
being re-contextualised. However, in the Butcher project I am more specific about 
what kind of deterritorialization is occurring and specifically use the term 
reterritorialization to describe the transfer of musical materials that have been altered 
and manipulated in some way from the original source. I then use deterritorialization 
specifically to describe the compositional process involved in the Braxton project 
where I faithfully attempt to transfer the content of Braxton’s improvisations into the 
score and, in this way, changing the context (including the instrument) but not the 
actual content of the materials as much as possible and in terms of this process we can 
see this as being deterritorialized. In the Braxton project the compositional process 
was much more concerned with transferring the affects of the improvisation through 
content rather than, as in the Butcher project, using improvisation materials to 
manipulate and derive new compositional materials. 
In Table 1 below, inspired by a geometric explanation of assemblage by Deleuze and 
Guattari (2004a, 97-98), I have attempted to illustrate the assemblage with the refrain 
and expression aspects of music being inserted for comparative understanding. 
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ASSEMBLAGE 
MACHINIC ASSEMBLAGE: 
(BLOCK OF CONTENT) 
ANNUNCIATION ASSEMBLAGE:                    
(BLOCK OF EXPRESSION) 
MACHINIC ASSEMBLAGES OF 
BODIES AND STATES OF 
BODIES IN VARIOUS DEGREES 
OF INTERACTION 
ASSEMBLAGE OF ACTS AND 
STATEMENTS, INCOPOREAL 
TRANSFORMATIONS ATTRIBUTED TO 
BODIES 
TERRITORIAL / RETERRITORIAL 
SIDES 
(STABILIZING ) 
 
DETERRITORIAL CUTTING EDGES 
(FORCES THAT CARRY 
ASSEMBLAGES AWAY) 
REFRAINS 
 
MUSIC 
Table 1 
What is to be noted of course is that music and refrain are one and the same. “Music 
exists because the refrain exists also, because music takes up the refrain, lays hold of 
it as a content in a form of expression, because it forms a block with it in order to take 
it somewhere else” (Deleuze and Guattari 2004a, 331). This statement points towards 
the 19th Century idea of absolute music, the idea that music is a self-contained entity 
that creates form and also content within its substructure and can be aligned with the 
philosophy of Eduard Hanslick (1825-1904) who pointed out that music was the only 
art form that contained both form and content within the essence of what it is and how 
it can be understood. In other words you cannot separate one from the other as you 
can in the plastic and literary arts in terms of representative art always has a subject 
that is separate from the technical or the materials that construct the art where music 
does not have this idea of subject that is removed from the content (architecture 
shares this idea). 
This peculiarity of music, that it possesses form and content inseparably, 
opposes it absolutely to the literary and visual arts, which can represent the 
aforementioned thoughts and events in a variety of forms…In music there is 
no content as opposed to form, because music has no form other than the 
content (in Hamilton 2007, 88). 
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Refrain9 encapsulates the idea of form and content in one idea. From Hanslick, and 
through the concept of refrain, music is self-contained and is understood by its 
content, which is inextricably linked with its form. In my analysis and creative 
practice outlined further, refrain is linked closely to the idea of content and form in 
improvised music. The improviser Evan Parker argues that “improvisation makes its 
own form” (in Bailey 1992, 112). What Parker is suggesting therefore, is that form is 
created as the improvisation progresses—the form is a result of the content becoming 
understood incrementally and through subsequent musical relationships as the 
performance unfolds.  
 
Machinic Assemblage 
 
To understand further how Deleuze and Guattari see the refrain and also to understand 
how it functions within the context of music and the present research we need to 
break the refrain down into its smaller working parts and study how these parts 
interact with each other. A refrain is made up of stable particles called milieus that 
transform as they interact with the variable energy of rhythm10. When this interaction 
becomes expressive these elements form territories and territorialization is the 
fundamental operation of the machinic assemblage and the refrain. To understand 
territories and refrains we need to investigate their sub-categories more closely. 
 
Milieu 
 
A milieu originates from chaos11 and chaos for Deleuze and Guattari is a realm made 
up of lines of energy moving at extreme speeds. When these lines intersect they create                                                         
9 Refrain can also be thought about with reference to Stockhausen’s gestalt moment, which is any "formal unit in a 
particular composition that is recognizable by a personal and unmistakable character." (Stockhausen 1963) A 
refrain can also be seen as a gesture, a concept that will be developed further in Chapter 5 through a reading of 
Ferneyhough.  
 
10 Rhythm is a specific term used here in a sense which is different from the musical idea of rhythm as a time and 
duration component. Rhythm in the Deleuzian sense is applicable to an element that has the function of change or 
variation.  
11 In Deleuzian terms, “chaos is not the dark night in which all cows are black, an undifferentiated and unthinkable 
blur that is opposed to order, but a genetic medium from which order spontaneously emerges” (Bogue 2003, 17). 
According to Deleuze and Guattari the artist Paul Klee presented the idea of chaos in a profound way: “He calls 
the black hole (chaos) a ‘gray point’ for pictorial reasons. The gray point starts out as a nonlocalizable, 
nondimensional chaos, the force of chaos, a tangled bundle of aberrant lines. Then the point “jumps over itself” 
and radiates a dimensional space with horizontal layers, vertical cross sections, unwritten customary lines, a whole 
terrestrial interior force. The gray point (black hole) has thus jumped from one state to another, and no longer 
represents chaos but the abode or home. Finally, the point launches out of itself, impelled by wandering centrifugal 
forces that fan out to the sphere of the cosmos” (Deleuze and Guattari 2004a, 344). 
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a milieu. A Milieu is a block of space-time that has certain predictabilities of 
difference to the other lines of energy moving past it in chaos and is defined by 
periodic repetition or a pattern of repeated actions. “A code is always of a milieu, or 
relatively stable, often statistical, mixing of elements” (Masumi 1992, 51). A 
‘repetition’ forms a code that defines the milieu from the intersection of these lines of 
energy. A milieu is something that is known, that is stable and defined by its 
repetition and can refer to something that comes into being of itself whether this be a 
rock, a building or a piece of music or the universe.  
 
In my analysis method, milieus are also known as a single sonic element and this 
definition has parallels to Pierre Schaeffer’s sound object. “The name sound object 
refers to every sound phenomenon and event perceived as a whole, a coherent entity, 
and heard by means of reduced listening, which targets it for itself, independently of 
its origin or its meaning” (Chion 1983, 32). I discuss further the work of Schaeffer and 
in particular Michele Chion in the next chapter; however, to put these two terms 
together, the definition of a milieu as a single sonic element and as a sound object that 
is a ‘coherent entity’, that is ‘independent of its origin or meaning’, is instructive. A 
milieu is a coherent entity, is stable, and is known to the improviser before they start to 
improvise. Improvisers develop a personal catalogue of these single sonic elements or 
milieus that become the building blocks of their improvisations. In doing so, milieu 
sound elements are made predictable through practice and the improviser technically 
masters the execution of these sound elements so they can be repeated precisely. The 
milieu is the beginning point of the improvisation, the line that emerges out of chaos to 
start the unfolding of the improvisation. Milieus are then destabilized and developed 
through the use of variations or rhythm, which I discuss in more detail below. These 
improvising tools (both the sonic elements and the variation techniques) are unique to 
each improviser and when we move into the analysis method later I demonstrate in 
more detail how a milieu as a single sonic element is used structurally within the 
improvisations. 
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Rhythm 
 
One of the challenges confronting the process of appropriating the terminology of 
Deleuze and Guattari in this research was in the use of the term Rhythm. Rhythm and 
to a lesser extent Refrain have significant and ingrained meaning in terms of musical 
association and therefore this posses problems in terms of appropriating alternate 
meanings to the words especially when analyzing music. However, I decided to retain 
the word Rhythm because in the context of Deleuze and Guattari’s writing they have 
transformed its meaning into something that is intrinsic to the relationship between 
Milieu, Territory and Refrain and in this context became an important binding 
concept for the successful presentation of how these terms interrelated within the 
assemblage and therefore crucial to the analytical method. It is important for the 
reader to attempt to create and sustain these connections with the above terminology 
throughout the discourse, but I also think this process of extending and developing the 
meaning of given words is fundamental to the current research of developing a new 
model of analysis and composition with improvised music. 
 
Rhythm according to Deleuze and Guattari emerges from the milieu, is activated from 
the milieu, and provides the differentiation within a milieu. When something emerges 
from chaos with a repetitive predictable make up of materials to be a milieu, rhythm 
is the function that is a transformative agent within the milieu. If the milieu is coded 
and consistently repetitive then rhythm is the irregular destabilizing element that 
breaks this code and enables one milieu to transform and pass into other milieus or 
become other things. Milieu is on the one hand stable but this stability is also 
transitory. For example, as an object, a musical instrument has a code that makes up 
the identity of the instrument—a set construction, dimensions and parameters, a 
‘stable’ thing that can be measured ‘statistically’. When a musician activates a 
musical instrument this decodes the stability of the instrument and this transcoding is 
achieved through the intervention of rhythm.  
 
Rhythm destabilizes the milieu and enables a milieu to transform into other milieus. 
This change in its code results in the milieu of the instrument shifting to the milieu of 
the instrument as a sound or ‘musical’ source. The milieu of instrument and the milieu 
of musical sound source interact and exist simultaneously. The performer transcodes 
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the instrument milieu into a sound milieu through rhythm and organizes the resulting 
sounds which in turn become other milieus. Musical genres are also milieus and have 
their own sets of repetitive codes that combine to create recognizable traits within 
what defines a particular genre. Within improvised music, as stated earlier, each 
performer creates their own style or set of predictable sounds that also forms a code or 
milieu—sometimes also referred to as a personalized musical language12.  
 
To give an example of how milieu and rhythm can be applied to an improvising 
context the saxophonist Evan Parker13 describes his improvising process: 
 
In some ways, in some situations, the freedom of the total music, if it has any 
sense of freedom, is only possible because some parts are very fixed. And by 
holding those fixed parts in a loop, putting them on hold for a while, then you 
can look for other regions where variation is possible. But then I might 
discover a new loop in that new region which immediately loosens up the loop 
or loops that I’ve put on hold elsewhere. That’s what I’m trying to do: I’m 
shifting my attention from different parts of the total sound spectrum….That’s 
where the use of repetition, although it appears to be a voluntary loss of 
freedom, actually opens up regions of the instrument which otherwise I 
wouldn’t be aware of (in Borgo 2005, 52). 
 
Milieus in this example are the loops or periods of repetition and from these areas of 
stasis new milieus can be opened up by the activity of rhythm or of creating variations 
within the ‘loop’ that are used as transitions to new ideas or new areas of repetition 
(milieus). Milieus are these areas of ‘space time’ or stasis (loops) that in turn are 
transformed by variations or rhythm. A rhythm emerges out of and interrupts 
something that is a repetition, in this case a musical idea that is already concrete and 
present in some aspect. These rhythms or ‘freedoms’ that emerge from the ‘loop 
milieu’ in Parker’s example above create variations to each milieu and also create 
bridges to new milieus, loops or points of stasis in the improvisation. 
 
 
                                                         
12 The word language presents problems in reference to music however, in reference to music and improvised 
music. Language is a very specific ordering of sounds and articulations that have specific communicational 
functions – where in music this cannot be the case because music in my opinion does not communicate anything 
specifically. 
13 “Parker is perhaps best known for creating a distinctive solo saxophone language. His use of circular breathing, 
overtone manipulation, multiphonics, polyrhythmic fingerings, and various slap and multiple tonguing techniques 
allow him to form complex, overlapping patterns of sound that a re both highly virtuosic and serenely beautiful” 
(Borgo 2005, 37). 
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Territory 
 
The interactions of milieus and rhythms form territories. The ‘loops’ or static points 
can be seen as occupying a certain territory of activities. Territory is an umbrella 
concept that defines the space in which these activities occur.  A “territory is the 
spatio-temporal configuration and containment of rhythms and forces” (Grosz 2008, 
23). Territory is not only the containment of these energies but is an act. Milieus and 
rhythms have been grouped together and manipulated as a process of 
territorialization. The improviser actively marks out and forms a territory utilizing 
stable components and variable components in the process of organizing musical 
materials and in this way milieus and rhythms are assigned a territory by the 
improviser. This act of territorializing according to Deleuze and Guattari is 
fundamentally what happens in an artistic process.  
 
The territory and its sub-components make up the micro-structure of music that forms 
the ‘content proper’ or refrain and is part of the machinic assemblage of music. 
Expressiveness is the ‘statement’—the transcendent aspect—of music that we are 
affected by and which permeates and radiates outward from the micro-structural 
organization of music and makes up the annunciating assemblage. Expressiveness 
occurs in music when milieu and rhythm components become territorialized. 
However, “Expressiveness is not reducible to the immediate effects of an impulse 
triggering an action in a milieu: effects of that kind are subjective impressions or 
emotions rather than expressions” (Deleuze and Guattari 2004a, 349). In other words 
expressiveness in music (and art) is machinic in that it relies on a set of internal 
relationships to become apparent rather than resulting from direct subjective 
emotional stimulus.  
 
Evan Parker explains his improvising process again: 
 
The best bits of my solo playing, for me, I can’t explain to myself. Certainly I 
wouldn’t know how to go straight to them cold. The circular breathing is a 
way of starting the engine, but at a certain speed all kinds of things happen 
which I’m not consciously controlling. They just come out. It’s as though the 
instrument comes alive and starts to have a voice of its own (in Borgo 2005, 
51). 
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The engine or circular breathing technique is a milieu that is affected by the ‘rhythm’ 
of the increase in speed, the variation of key combinations and breathing fluctuations 
that create a territory in which ‘all things happen which I’m not consciously 
controlling’. Territories are created in Evan Parker’s playing through the 
territorialization that occurs by using different expressive techniques in combination 
with the circular breathing milieu. For example, through circular breathing14 (loops) 
and playing ideas that are repetitive to some extent though microsonically changing, 
Parker is able to move into new milieus through variations produced by manipulating 
lip pressure on the reed, fluctuating air flow and half venting different keys on the 
saxophone to produce sounds that are ‘overblown’15 and unpredictable. The 
expressive moments of the performance, (arguably) the ‘best bits of his solo playing’ 
are arrived at through the territorialization of milieu and rhythm- as a by – product of, 
and an interactive agent with, the machinic assemblage as apposed to Parker 
describing what he is doing as a representation of an emotional condition.  
 
To illustrate in a simplified form the process under discussion and to some degree 
represent the present terminology visually for clearer understanding16 refer to Table 2 
below: 
  
MACHINIC ASSEMBLAGE (EVAN PARKER ANALYSIS) 
REFRAIN 
MILLIEU RHYTHM TERRITORY 
REPETITIVE / 
ASYMMETRICAL 
PATTERNS SUSTAINED BY 
CIRCULAR BREATHING 
MANIPULATION OF LIP 
PRESSURE  
FLUCTUATIONS OF AIR 
PRESSURE + 
A-RHYTHMICAL KEY VENTING 
OF THE INSTRUMENT  
FLUCTUATING PRESSURE 
APPLIED TO EACH KEY 
THE RESULT OF THE 
COMBINATION AND 
INTERACTION OF 
MILIEU AND REFRAIN - 
A STABILITY IS 
FORMED FROM THE 
CHANGE OF QUALITY 
OF THE MILIEU BY THE 
VARIATION OF 
RHYTHM. 
Table 2.                                                         
14 A form of stasis, or milieu in terms of the saxophonist being able to make a continuous sound by not having to 
take a breath. 
15 A technique of producing altissimo register notes and overtones or notes higher than the normal register based 
on the harmonic series of the instrument. 
16 A more detailed and comprehensive analysis and application of these concepts appears in Chapter 4 
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Jim Denley offers another example of the process of improvisation that can be seen as 
a machinic assemblage:  
 
For the improviser the physicality of producing sound (the hardware) is not a 
separate activity to the thoughts and ideas in music (software). In the act of 
creation there is a constant loop between the hierarchy of factors involved in 
the process. My lungs, lips, fingers, voice box and their working together with 
the potentials of sound are dialoguing with other levels which I might call 
mind and perception. The thoughts and decisions are sustained and modified 
by my physical potentials and vice versa but as soon as I try and define these 
separately I run into problems. It is a meaningless enterprise for it is the very 
entanglement of levels of perception, awareness and physicality that makes 
improvisation (Denley in Bailey 1992, 108). 
 
A table to illustrate this passage in light of the present discussion, which actually 
redefines to some extent what Denley is describing, could look like the following: 
 
MACHINIC ASSEMBLAGE (JIM DENLEY ANALYSIS) 
REFRAIN 
MILLIEU RHYTHM TERRITORY 
THOUGHTS AND IDEAS IN 
MUSIC 
POTENTIALS OF SOUND 
PHYSICALITY OF PRODUCING 
SOUND 
LUNGS, LIPS, FINGERS, VOICE 
BOX 
PHYSICAL POTENTIALS 
IS THE RESULT OF THE 
COMBINATION AND 
INTERACTION OF 
MILIEU AND REFRAIN 
Table 3. 
 
For the purposes of this exegesis, Denley’s statement that to define these processes 
separately ‘is a meaningless enterprise for it is the very entanglement of levels of 
perception, awareness and physicality that makes improvisation’ (in Bailey 1992, 
108) is pertinent, in that the use of philosophical terminologies only in part separates 
the activities that are going on but also seeks to understand the process as a whole. In 
other words, expression, and therefore territory in the Deleuzian sense is not 
something that is a result of any one element. There are many different factors 
(hierarchies) involved that combine to allow expression to take place. Rather than 
being concerned with defining specific techniques or specific sounds as being 
fundamentally defining characteristics of the music, the present study is concerned 
with understanding improvised music and the compositional process by developing a 
new set of categories and interpretations that seek to articulate the content and 
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expression of this music more clearly an fundamentally.  
 
Moreover, Deleuze and Guattari go further than just explaining how matters of 
expression arise from territories. What is interesting for the present research is their 
discussion about what are matters of art, identity and ownership that form other 
plateaus of existence simultaneously with the notion of expression. “It is at the same 
moment that a quality is abstracted from a milieu component, a possession is 
declared, and a dimensional space is established. Territory is in fact an act, although 
such an act obviously is not necessarily intentional or conscious” (Bogue 2003, 19), 
and we are reminded of the Parker quotation above: ‘things happen which I’m not 
consciously controlling’ (in Borgo 2005, 51). At this point the territory has 
dimensions, becomes a notion of what Deleuze and Guattari term ‘property’ and 
“property is fundamentally artistic because art is fundamentally poster, placard” 
(2004a, 348). The act of the improviser making certain decisions to alter the music, to 
give variation to a milieu, in the moment he or she creates a territory this is a moment 
that is possessed by the improviser, there is an ownership here which constitutes a 
territorialization of milieu and rhythmic components.  
 
Territorialization 
 
Territorialization occurs when rhythm becomes expressive. These expressive qualities 
found in a territory in Deleuze and Guattari terms are called ‘signatures’. “The 
signature is not the indication of a person; it is the chancey formation of a domain” 
(2004a, 349). A domain is dimensional, ‘a room of one’s own’, the point of 
expression that can be described as ‘auto- objective’, the improviser finds an 
objectivity in the territory they create. Territorialization is not a directly subjective act 
it is a ‘chancey formation’ that is a result of many mechanisms coalescing 
simultaneously from milieu to rhythm to territory as illustrated by Denley. If we use 
the Parker example, the expressive qualities could be described as “the best bits of my 
solo playing happen when I’m not consciously controlling. They just come out” (in 
Borgo 2005, 51).  In other words, they are a ‘chancey’ formation. The territory that 
emerges from the milieu of circular breathing is a result of the consequences of the 
interaction of rhythm becoming expressive between the saxophone milieu, the circular 
breathing milieu, the Evan Parker milieu, and in this way creates a territory, a 
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separated expressive unit, that is auto-objective, self-referential, a signature.  
 
To take this one step further, to explain fully what a territory is we need to look 
briefly at the internal workings, apart from milieus and rhythm, of a territory once it 
has been formed.  
 
Expressive qualities entertain variable or constant relations with one another 
(that is what matters of expression do); they no longer constitute placards that 
mark a territory, but motifs and counterpoints that express the relation of the 
territory to interior impulses or exterior circumstances, whether or not they are 
given. No longer signatures, but a style (Deleuze and Guattari 2004a, 351). 
 
A territorial motif is a movement that is located within the territory, reactive to other 
motifs located within the territory. A territory, then, is not a static entity as described 
above, it is not only a placard or a projection of what is going on, it is a moving 
organism made up of intersecting ‘pulses’ of materials that form the content of the 
territory. A territorial motif is a way of describing these internal interactions. 
Territorial motifs are illustrated in more detail in Chapter 4 during the analysis of 
improvisation. A territorial counterpoint: “this refers to the manner in which they 
constitute points in the territory that place the circumstances of the external milieu in  
counterpoint” (Deleuze and Guattari 2004a, 350). Here Deleuze and Guattari are 
referring to the elements within the territory that interact with outside milieus. In the 
case of improvised music one of the most significant and relevant territorial 
counterpoints is the role of the audience and surroundings during performance. 
 
To improvise and not to be responsive to one’s surroundings is a contradiction 
if not an impossibility. Undeniably, the audience of improvisation, good or 
bad, active or passive, sympathetic or hostile, has a power that no other 
audience has. It can affect the creation of that which is being witnessed. And 
perhaps because of that possibility the audience of improvisation has a degree 
of intimacy with the music that is not achieved in any other situation (Bailey 
1992, 44). 
 
Territorial counterpoints, as well as interacting with external milieus in the case of 
audience pointed out by Bailey, are also affected by silence that can be analogous to 
chaos. In the analysed solo of John Butcher’s Buccinator’s Outing in Chapter 4 a 
more comprehensive discussion is presented concerning both territorial motifs and 
counterpoints. 
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In conclusion to the introduction, and at the beginning of the adventure, we have 
discussed my motivation in developing a system of analysis to understand non-
pitched based improvised music. Moreover, Deleuze and Guattari through their 
development of an immanent ethics created the concepts of assemblages discussed in 
Capitalism and Schizophrenia and in particular A Thousand Plateaus and these ideas 
were seen to converge with a concept of analysing and discussing music. Within an 
assemblage there is the block of content that makes up the machinic assemblages and 
the block of expression that makes up the annunciation assemblages. In a musical 
context, the refrain is the structural content of music that is made up of territories, 
milieus and rhythms within the machinic assemblage. The refrain territorializes, 
defines areas of expression through the interaction of these smaller parts of the 
machinery. “In a general sense, we call a refrain any aggregate of matters of 
expression that draws a territory” (Deleuze and Guattari 2004a, 356). 
Territorialization occurs when a milieu component becomes qualitative or 
transformative through the interaction of rhythm and rhythm in turn becomes 
expressive through its interaction with the milieu. Reterritorialization occurs when the 
content and the context of music have been changed and deterritorialization when the 
context of music has been changed without changing the content.  
 
The following description of the creative practice is divided into the consideration of 
the concept of reterritorialization in terms of the Butcher project and the concept of 
deterritorialization in terms of the Braxton project. This terminology is discussed 
further in Chapter’s 4, 5 and 6 where these points are illustrated with musical 
examples. 
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Summary of Chapters 
 
The exegesis is divided into 6 chapters. Chapter 1 presents a contextual review of the 
literature that is relevant to the current research problem. The areas of discussion 
include: improvised music analysis; Deleuze and (improvised) music scholarship; 
philosophy and improvisation, composing with improvised music and a discussion of 
four term analysis systems. In this chapter I first give a general overview of the 
literature describing some of the major authors and works and then I discuss in more 
depth the key books and articles that have the most bearing on the content of this 
exegesis. 
 
Chapter 2 discusses the method undertaken to answer the research problem. The first 
area outlined is the framework itself and which particular model was chosen; the 
second area discusses the selection processes of the particular improvisers that were 
used for the compositions—why they were selected; thirdly, I discuss the research 
ethics and collaborative arrangement that were pursued; and lastly the chapter outlines 
the research design and methodology of the two creative projects and the application 
of the chosen methodology. 
 
Chapter 3 gives a background to the present creative practice. I consider a particular 
work that informed the current process and also locates the emergence of the need for 
a conceptual framework to analyze and discuss the creative process.  
 
In Chapter 4 I report on the composition Gravity that was composed by using the 
improvised music of John Butcher. This chapter gives a brief background to John 
Butcher and his work, and then documents the initial creative process involved in the 
making of the work Gravity and in particular focuses on the analysis technique I have 
developed using the philosophical ideas of milieu, rhythm and territorialization.  
 
Chapter 5 details the creative process involved in composing Gravity for chamber 
ensemble and improvising saxophonist. I first present a further discussion of the 
refrain, mounting an argument that refrain is analogous to the term ‘gesture’ in 
musical composition. I then present an overview of the structure of the piece and how 
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I reterritorialized the original improvised materials into a notated score. Each 
movement is given a brief outline with the general characteristics explored to give the 
reader an overall sense of the form and intention of the work. 
 
Chapter 6 recounts the final project in the creative practice of the exegesis. In this 
project I have composed three solo works for violin, bass clarinet and Ganassi 
recorder in G using three different solo saxophone improvisations by Anthony 
Braxton. The chapter gives a brief background to Braxton as an artist and then 
describes the initial process of transcribing the improvisations, analyzing this material 
and also the deterritorializing compositional process in producing the notated scores 
inclusive of the collaborative process involved with the different instrumentalists.  
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The Method  
 
Through practice based research I have responded to the research question in the form 
of the following activities: 
 
i  to compose notated compositions of music based on a selection of pre-
recorded improvised performances 
ii  to discuss this process from the philosophical framework of the  
‘refrain’, ‘reterritorialization’ and deterritorialization– concepts found 
in A Thousand Plateaus by Gilles Deleuze and Felix Guattari (2004).  
iii to develop a research model to analyze improvised music and 
composition following Carole Gray’s two main criteria for practice 
based research “firstly, research which is initiated in practice, where 
questions, problems, challenges are identified and formed by the needs 
of practice and practitioners; and secondly, that the research strategy is 
carried out through practice, using predominantly methodologies and 
specific methods familiar to us as practitioners” (Gray 1996, 3). 
iv to produce notated scores and transcriptions 
v to produce a CD and DVD documentation of performances of the 
compositions  
 
The Outcomes 
This research project has produced two primary outcomes: 
i. To document a new method of composition utlising improvised music 
ii. To document a new method of analysing improvised music 
 
These outcomes will benefit composers, music theorists and musicologists, 
improvisers, and researchers interested in the philosophy of Deleuze and Guattari 
adapted in a new and unique process.   
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Chapter 1: Literature Review 
In this chapter I give a contextual review of the literature that is relevant to the current 
research problem. The areas of discussion include: improvised music analysis; the 
current analysis technique in comparison to the technique of spectro-morphology/ 
typomorphology; Deleuze and (improvised) music scholarship; and philosophy and 
improvisation. I first give a general overview of the literature describing some of the 
major authors and works and then I discuss in more depth the key books and articles 
that have the most bearing on the content of this exegesis. 
 
The majority of the relevant literature—books, articles and chapters—has appeared in 
the first decade of this century, especially in regards to Deleuze, modern philosophy 
and (improvised) music, from authors including Ronald Bogue, David Borgo, Gary 
Peters, John Corbett and Ian Buchanan. In the 1990’s there were contributions about 
improvisation from a wide range of perspectives, including philosophy and process, 
by Roger Dean, John Corbett, Mike Heffley, Jim Denley, Eddie Provost, the late Jeff 
Pressing and the seminal work on improvisation by Derek Bailey in Improvisation Its 
Nature and Practice in Music that was first published in 1992. In the 80’s the work of 
Graham Lock through his Braxton scholarship and also the important work of John 
Litweiler’s Freedom Principle Jazz After 1958 published in 1984 and Jacques Attali’s 
Noise, The Political Economy of Music first published in 1985 were also significant in 
terms of background to this study. In 1974, Ekkehard Jost first published his 
important work Free Jazz which was one of the first books to discuss and analyse free 
jazz and improvisation. I will use this book to commence the more detailed summary 
of the literature review below. In addition, I conclude the chapter by comparing the 
technique of analysis that I have developed with Aristotelian strategies and the 
techniques of analyzing acousmatic music introduced by Pierre Schaeffer, Michel 
Chion and Dennis Smalley. 
 
 
 
 
 39 
Free Jazz -  Ekkehard Jost (1974) 
 
Jost’s seminal work on the ‘first generation’ of American free jazz musicians that 
arose in the late 1950’s and 1960’s was a response to the lack of scholarly critique 
and analysis of this music at the time. 
 
The prevailing abstention from detailed analysis’ of musical formative 
principles was due to two causes: first, the majority of the representatives of the 
so-called “nouvelle critique,” whose qualifications were scientific rather than 
musical, felt no call to musical analysis; secondly, and more important, 
musicologists who had made names for themselves with penetrating 
investigations of earlier stylistic areas of jazz either were outspokenly negative 
toward free jazz, or – since their primary interest belonged to older styles, took 
hardly any notice of it (Jost 1974, 9). 
 
The work focuses primarily on two things: The analysis of the music itself through 
transcription and the contextualization of the music within the historical and musical 
framework of the jazz tradition; and then linking these aspects to the overall 
sociological circumstances at the time. 
 
Just as it is not enough to take the development of musical style solely as a 
vehicle from which to derive sociological theories, it is equally unprofitable to 
reduce analysis to musically tangible facts only. Free jazz shows precisely how 
tight the links between social and musical factors are, and how the one cannot 
be completely grasped without the other (Jost 1974, 9). 
 
The present research is primarily involved with studying the works of musicians that 
would commonly be classified under ‘improvised music’. This is a genre of 
improvising that held roots in the American free jazz of the 50’s and 60’s but 
developed a parallel movement starting in London and then moving to continental 
Europe during the same period. The work of Anthony Braxton in this study poses an 
interesting intersection between the European and American worlds being an African 
American musician who came through in the wake of the initial artists who began the 
free jazz movement. As I will discuss later, his style evolved out of the jazz tradition 
but in particular his solo saxophone improvisations are a unique blend of the 
European approach with his jazz roots.  
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The Music of Anthony Braxton - Mike Heffley (1996) 
 
Heffley’s work is a musical biography of Anthony Braxton and is “a portrait of a 
contemporary American composer in the Western art music tradition” (Heffley 1996, 
10). The book therefore concentrates on the stylistic development of Braxton’s work 
and along with Graham Lock’s Forces in Motion and Ronald Radano’s New Musical 
Figurations form the three major works that I have referred too when interpreting 
Braxton’s music. Braxton has already developed a system of defining and labeling the 
materials that he uses to construct his pieces. These are called ‘language types’ and all 
his compositions can be analysed and defined by the language types Braxton has pre-
chosen for the composition or improvisation (his improvisations are labeled as 
compositions as well). Heffley’s book not only provides a musical biography of 
Braxton but devotes a great deal of time to interpreting and discussing Braxton’s 
idiosyncratic symbolism in terms of the names of his compositions and especially his 
language types used within his compositional approach17. 
 
Visuals—diagrams, drawings, schemata—and numbers (and alphanumeric and 
geometric visuals of numbers and their relationships) feature large in both 
Braxton’s music and his explanations of it. My use of both here is offered as a 
conceptual touchstone through the potentially overwhelming convolutions of 
them to come (Heffley 1996, 17). 
 
The technique of visualization by creating figures and diagrams to illustrate the music 
is very common in Braxton’s music, especially as Heffley states above, in the titles of 
his works. This idea of representing music in other ways other than music notation is 
analogous to some extent with the ideas of representation within the current research 
and also with other systems generated by Pierre Schaeffer for instance. Moreover the 
analysis system that is discussed later in Chapter 4 and then applied to Braxton’s 
work in Chapter 6 adapts Braxton’s language types into its schema for better clarity in 
terms of the analysis itself and also in terms of understanding Braxton’s language 
types in the context of this research. Heffley’s book is dedicated to understanding the 
stylistic development of Braxton and whilst offering indispensable information in this 
regard does not occupy the same ground as the current exegesis in terms of analyzing 
improvised music, composing with improvised music or discussing Deleuze in any                                                         
17 See Appendix III for an example of Braxton’s Solo Alto (“language”) music (Heffley 1996, 
233) 
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philosophical framework with Braxton’s music or improvised music and composition. 
However, there is a nexus where the two systems meet and this idea is developed 
further in Chapter 6. 
 
Essays by John Corbett: 
Ex Uno Plura: Milford Graves, Evan Parker, and the Schizoanalysis of Musical 
Performance – (1994) 
 
By way of introduction to Deleuzian ideas and notions of subjectivity and objectivity 
in improvisation John Corbett in the chapter Ex Uno Plura in his book Extended Play: 
Sounding Off from John Cage to Dr. Funkenstein, laid some ground work that has 
informed the current research and my response to the criticism of Bailey, Bryars and 
Cage inter alia that improvised music was too subjective for meaningful analysis. 
 
This is an attempt to think about art and technology without grounding it in 
that sense of technique which draws a clear causal line between human 
subject, tool, and predicted outcome. It engages music – specifically solo 
improvisation - as a place for meditation18 if not decisive confrontation, with 
subjectivity and technology (Corbett 1994, 75). 
 
Corbett, in his reading of Deleuze, touches on a central perspective in the 
philosopher’s writings that lends itself to the present research. Improvisation by its 
nature is difficult to understand objectively, and because of this, to discuss in an 
appropriate language as a closed or ‘stand alone’ system of making music. Corbett in 
his essay goes on to decentralize the importance of the personality, often assumed in 
the work of solo improvisers and proposes, after Deleuze, that the performer can be 
thought about as an organism divided into separate assemblages (torso, head, limbs) 
that are acting independently from one another without being overtly influenced by 
psychological or emotional factors. The musical result is therefore a coming together 
of multiple outcomes that converge to create a work that exists beyond the 
improviser’s personality and shifts the discourse away from a subjective approach to 
more objective territory.  
 
                                                         
18 meditation - “calm and stable, center in the heart of chaos” (Deleuze and Guattari 2004a, 343) 
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Out of Nowhere: Meditations on Deleuzian Music, Anti-Cadential Strategies, and 
Endpoints in Improvisation (2004) 
 
This essay by Corbett discusses the notion of cadence points in improvisation—how 
improvisers decide to begin and end pieces and where transition points occur in the 
music. The discussion centres on group interactivity for the most part and explores the 
different techniques—pre-planned and on the spur of the moment—they use to effect 
change in their improvisations. “Even if improvisers have been playing 
antagonistically for an entire piece, they must in the end decide to agree that the piece 
is over. Or at least decide to stop playing” (Corbett 2004, 391). Corbett suggests that 
the coda or protracted ending of an improvisation is territorial: 
 
In Deleuzian terms, the cadence is territorial. Using highly codified emotional 
signifiers embedded in functional harmony and Western conventions of 
rhythm, it asserts a stratification, a hierarchical placement of elements that 
organizes how one should feel in response to a particular musical event. 
Earlier, tension is produced, chaos is introduced, but with the cadence it is 
resolved, warded off. The conclusion is effective. The acoustical field has 
been reterritorialized (Corbett 2004, 389). 
 
Notions of territory and reterritorialization in this instance are in some respects 
relevant to the analysis techniques outlined in Chapter 4 of the exegesis. However this 
exegesis is primarily concerned with the reterritorialization of improvised music from 
one context to another rather than within the same context as in Corbett’s essay. I also 
define the content and sub-molecular structures of territories as milieu and rhythm 
elements and discuss how they effect change and transformation within an 
improvisation. Corbett offers an interesting definition of territory and makes 
suggestions about its usefulness in the study of improvisation in his notes to the 
chapter: 
 
It also involves the question of attribution (how one decides on and ascribes 
authorship, asserts ownership of ideas and confirms his or her territory). The 
latter has obvious implications for the application of Deleuze and Guattari to the 
study of improvisation, in which the question of authorship is, in theory, always 
in the aggregate, joint, and therefore difficult to assign with any singularity 
(Corbett 2004, 394). 
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Much of these ideas has influenced to some extent the early study of the present 
research especially with regard to understanding the relationship between objectivity 
and subjectivity in solo improvisation and in applying Deleuzian concepts to 
improvisation. Corbett is one of the few commentators to mention Deleuze in the 
same sentence as improvised music and his work opened initial pathways to the 
research. There are certainly correlations to some degree between his work and this 
exegesis. However, Corbett’s work stops short of using Deleuze and Guattari’s 
concepts to analyze improvised music. Corbett attributes these philosophical concepts 
to specific musical criteria—for example the cadence—but this exegesis, because of 
the nature of the practice, expands the concept of reterritorialization and the refrain in 
a more specific direction that is divergent from Corbett’s project. 
 
Music, Painting, and the Arts - Ronald Bogue (2003) 
 
Bogue’s essay Musica Naturans: Deterritorializing the Refrain is the first chapter in 
his book Deleuze on Music, Painting, and the Arts and was a key piece of research 
that clearly outlined the concepts of refrain and deterritorialization and how they 
pertain to music. The article enabled me to envision the potential of using these 
concepts for improvised music and through its commentary illuminated many aspects 
of the chapter 1837: Of the Refrain (Deleuze and Guattari 2004a, 342 – 386) and 
made it transferrable to the present context.  
 
As an example of deterritorializing the refrain in 1837: Of The Refrain, Deleuze and 
Guattari discuss examples of the well-known works by Messiaen that utilize bird song 
as the basis of their materials. In many respects this is one of the most important 
analogies that Deleuze and Guattari use to illustrate the concepts of refrain and 
deterritorialization and Bogue through his analysis of this discourse was influential in 
terms of the background thinking of the present research, particularly in regard to the 
similarities between Messiaen’s work and the current creative practice of refrain(s) 
being removed from the context of improvised performances and then reterritorialized 
into a notated score. Although I use this analogy in the present discourse, the main 
difference is that I make a distinction between deterritorialization and 
reterritorialization. The idea of my exegesis is to deal with re-contextualising and 
changing the content of my source material and therefore I deal primarily with the 
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concept of reterritorializaton and discuss in a secondary way the idea of 
deterritorialization. Moreover, Bogue, like Deleuze and Guattari as pointed out by 
Gilbert below, sees music as synonymous with composed music and their concepts 
have rarely been linked to the process of improvisation by many other commentators 
other than for example Corbett, Gilbert and Swiboda discussed below. The adaptation 
of refrain and reterritorialization to analysing improvised music has never been 
attempted and it is the aim of the current research to present these concepts in the 
context of studying improvised music and in terms of describing my compositional 
process.   
 
Deleuze and Music – edited by Ian Buchanan and Marcel Swiboda (2004) 
 
Deleuze and Music is a collection of essays exploring music through the philosophical 
ideas of Deleuze and Guattari including an introduction by Ian Buchanan explaining 
some of the key concepts in the book including refrain, deterritorialization, milieu and 
rhythm. There are essays by Jeremy Gilbert and co-editor Marcel Swiboda that 
explore Deleuzian concepts in relation to improvisation. In addition, there is also a 
chapter by Ronald Bogue who discusses deterritorialization in the context of music 
and 1837: The Refrain. 
 
Gilbert explores the hierarchical relationships between composition, the conductor 
and improvisation found in western music practice and attempts to break down the 
traditional hegemony of the dominance of the written work—the composer/orchestra 
paradigm that has relegated improvisation to a so called ‘lower form’ of music 
making. Gilbert argues that the philosophy of Deleuze and Guattari for all its nomadic 
rebelliousness and schizophrenic rhizomes reinforces this hierarchy and poses 
questions as to why this may be the case. “Deleuze and Guattari generally write in 
such a way that the terms ‘music’ and ‘composition’ can be read as entirely 
synonymous. When writing about ‘music’, they almost invariably write about 
composers: music, it is implied, is something that composers do” (Gilbert 2004, 121). 
This idea can be seen as an underlying sentiment found in my introduction to this 
exegesis during the discussion on subjectivity in solo improvisation. Swiboda also 
discusses the Miles Davis electric period and improvised music, however from the 
perspective of a different chapter within A Thousand Plateaus, 10,000 BC: The 
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Geology of Morals (Who Does the Earth Think It Is?), but nevertheless also covers 
the concept of the refrain from the perspective of 1837: The Refrain in a similar vein 
to the present exegesis. This essay by Swiboda and the general discourse within 
Deleuze and Music on the appropriation of Deleuze and Guattari’s refrain echo some 
of the points laid out here but most of the essays concern the idea of 
deterritorialization rather reterritorialization and they do not literally appropriate the 
language to an improvising or a composing context. 
 
Sync or Swam, Improvised Music in a Complex Age - David Borgo (2005)  
 
Sync or Swam “looks through the lens of contemporary science to illuminate 
the process and practice of improvising music and explores the ability of 
improvisation to offer a visceral engagement with these emerging scientific 
notions, ultimately offering us new ways of engaging with and shaping the 
discourse that surrounds music in general (Borgo 2005). 
 
Borgo talks about improvisation from the perspective of emerging studies in chaos 
and complexity theory. What is relevant to the present study (and refreshing in many 
respects) is that Borgo recognizes improvisation as a complex system - that has 
similarities to Deleuze’s idea of immanent machines - and through scientific theory 
discusses its nature and practice.  
 
With this new age comes an increased need to understand the nature and 
behavior of complex systems in the physical, social, and humanistic sciences. 
As opposed to systems that may simply be complicated, complex systems are 
highly interconnected and through this array of influences and interactions they 
demonstrate possibilities for adaption and emergence. In other words, complex 
systems are those that exhibit neither too much nor too little order. Their 
dynamics are hard to predict but not entirely random. In short, they offer the 
possibility of surprise. Complex systems tend to adapt and even self-organise in 
a decentralized, bottom-up fashion (Borgo 2005, 4). 
 
 
The present exegesis describes composing with improvised music as also a complex 
process and something that reflects many of the concepts discussed above. In many 
ways Borgo’s description of complex systems aligns very well with the Deleuze and 
Guattari approach to representing music through their philosophical concepts of 
assemblages and refrain. Borgo’s work influenced the initial stages of my research 
and in many ways his idea of describing and analyzing the complexity of improvised 
music from a molecular level was an inspiration for the current research and the 
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adaptation of Deleuze and Guattari theory. However, the two projects differ in 
fundamental aspects where Borgo’s tools are that of scientific theory and the present 
research is using philosophical concepts to illustrate a method of understanding my 
creative practice. 
 
The Philosophy of Improvisation – Gary Peters (2009) 
 
Peters’ book is aligned with the present research in representing improvisation from a 
philosophical point of view. Peters’ approach utilizes the work of a number of 
philosophers and is a concentrated account of understanding the music from the 
perspective of modern philosophy. He gives an overall perspective in his introduction: 
 
Perhaps above all else the overriding ambition here is to demonstrate the deep 
rooted entwinement and entanglement of the old and the new, which is often 
obscured by the desires and claims of improvisers themselves, heirs to a 
modernist aesthetic (or ideology) of innovation and novelty that is often at odds 
with the real predicament of the artist at work (Peters 2009, 1). 
 
Peters’ project is wide ranging but the relevance here is in his Deleuzian approach to 
the idea of the ‘becoming’ of improvisation. Peters investigates the edge “between the 
absence and the presence of the work” (2009, 1). The so-called ‘fixing’ and ‘unfixing’ 
aspect of improvisation. His premise is that improvisation is a form of mimesis and 
re-novation, an act that is involved with re-constructing the past or tradition. “The 
scrap yard challenge for the improviser is to create something new within the 
decaying site of the old” (2009,16). The improviser, in his attempt at fixing or 
creating music in the moment, is faced with many complexities that are more to do 
with the past than with creating new material. This is not a cynical look at 
improvisation but a discourse in marrying the ‘nowness’ or ‘being in the moment’ 
aspect of what improvisation purports to be and “bringing into view the prehistory of 
the work, thought in terms of its origin and the aesthetic process of origination” 
(2009, 1). He uses the analogy of the “Angelus Novus in Benjamin’s famous vision of 
Paul Klee’s painting of that name—facing backwards into the future” (2009, 2). The 
improviser in other words is constantly walking backwards into the future, 
acknowledging his past musical experiences and drawing upon them to create music 
in the present moment.   
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This strategy is crucial because it allows for a rethinking of freedom in terms of 
memory rather than hope while also introducing into the past a freedom that, 
once remembered, must be preserved in the artwork (Peters 2009, 2). 
 
I agree with Peters in that every improvisation begins with a known set of sounds and 
techniques that have been tried out before (milieus) and journeys outward to the 
unknown through the process of varying those techniques and sounds (rhythm) as 
described in the improvisation analysis in Chapter 4. The present exegesis shares 
common ground with Peters’ project in that the exegesis is a discourse “in explaining 
in more detail the complexity of representation itself, and in particular demonstrating 
the productive dimension of representation” (2009, 4). The philosophical language of 
Deleuze and Guattari provides a conceptual framework in which improvised music 
may be explained with representational language. The approach in itself is a way of 
mapping the dimensions of the music but it is also a way of reading the productive 
dimensions of the work especially in terms of transference from one context to 
another within the improvisation and subsequently from improvisation to 
composition. The important differentiation, however, is that the present exegesis is 
driven by, and a result of, a creative practice and is linked inextricably to the process 
and outcomes of this creative practice. The present exegesis focuses on the material 
itself and because of the creative practice maps the transference of the work itself into 
different contexts utilizing the philosophical terminology as a commentary on this 
method. Whereas Peters also looks at representative models, he mainly looks at 
contextualization and origination of improvisation in more generalist terms and 
expands this research in multiple directions that are beyond the scope of my current 
research. 
 
Aristotle’s Four Causes  - Metaphysics Book 5. 
 
There is no literal association with musical analysis in Aristotle’s work or reference to 
Aristotle in my analysis. However, there are echoes of a three and four term system at 
play here that I need to qualify and reflect upon and to do this I will briefly explain 
and compare the four term or four causes system of Aristotle.  
Aristotle outlines his four causes in Metaphysics Book 5. The four causes in 
Aristotle’s language constitute a system of organizing observation. By using the four 
causes together the observer can come to an understanding of what something is and 
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the potential for it to change. The first cause is material or what something is made 
of; the second cause is formal—the form the said material takes, the form of the 
object; the third cause is the efficient cause in which he describes how the thing was 
made; and the fourth cause is the final which describes the purpose of the thing. A 
commonly used analogy in explanation of these causes that was not used by Aristotle 
but has been referred to by many writers since is that of “a sculptor at work on a 
statue; the marble block is the material cause, the action of sculpting the efficient 
cause, the formal cause is the shape of the statue, and the final cause is the purpose for 
which the statue is intended” (Todd 1976, 319). In this analogy the causes clearly 
explain what the object is made of, how it was made, its form and the purpose.  
 
If we are to apply this method to Deleuzain terminology it would be something like 
this: The material cause would represent a milieu or the source material of the object 
or, in the way I have defined a milieu, as a single sonic element of improvisation; the 
efficient cause—in the analogy above the process of the sculptor chiseling and 
shaping the form—is analogous to the Deleuzian concept of ‘rhythm’ or in 
improvising terms the variations that an improviser uses to manipulate—‘sculpt’—the 
singular sonic element; the formal cause would be similar to the concept of territory 
and also refrain and the final cause would be analogous to the Deleuzian idea of 
deterritorialization—the motion of music to express and move outward and pervade 
and affect people and the environment.  
 
Firstly the philosophical basis of my analysis differs fundamentally from the system 
of Aristotle in that the position that Deleuze and Guattari take—particularly in their 
concept of assemblages—is that things in themselves are immanent. Although 
Aristotle’s causes analyse reality through a simple yet broad and utilitarian process, 
Aristotle also believed in a transcendent ideology19—one that believed that there was 
an a priori knowledge in relation to the causes, whether this is, for example God or 
man, and this implies a certain level of subjectivity or a ‘given’ in the thought process 
of understanding the nature of something. Alternatively, Deleuze and Guattari 
observe a thing through the idea of it being immanent, a machine or an assemblage—
something that is ambivalent, that is not subjective—and I found, as explained earlier,                                                         
19 Transcendence and an immanent ideology is a deep and rich philosophical discussion and because of the limits 
of this present discourse unfortunately I am limited in my ability to expand further. The reader may wish to start 
with Deleuze’s reading of Kant in Kant's Critical Philosophy : The Doctrine of the Faculties. 
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that this position is useful in discussing the nature and practice of improvisation, 
particularly in view of it being considered historically as a completely subjective 
practice.  
 
Secondly, because my analysis system is bound to the act of improvising, it 
repositions its focus away from the material cause and moves the efficient cause to 
being the primary constituent of the thing to be observed. In this way the most 
important aspect of my analysis is in emphasizing the variation or the process of how 
the thing is being made rather than relying equally on the material that it is made out 
of. My analytical method therefore is positioned away from the object and concerns 
itself more with the process involved in making the work. The material cause or 
milieu of the Deleuzian analysis is also transitory and in the end hard to pin down and 
define as it is based in sound, and in many ways I find the mutable idea of milieu is 
better suited to cope with the transitory nature of improvisation.  
 
Likewise the ideas of territory and refrain effectively embrace the nebulousness of 
structure and form found in improvised work enabling it to have the maximum 
freedom to change and evolve which represents its nature more ‘truthfully’. 
Moreover, the refrain and deterritorialization/reterritorialization tackle the ideas of 
expression and musical affect that would be difficult to conjure out of the Aristotelian 
rubric.  
 
Guide Des Object Sonorous - Michel Chion (1983) 
 
Following Aristotle to some extent, the ‘sound object’ system pioneered by Pierre 
Schaeffer in Traité des objets musicaux (1966) and then continued in Chion’s Guide 
could be referred to as an overall three term system for analyzing music that includes 
defining: What is sonorous? What is musical? What is meaning? The purpose of 
Schaeffer’s work is to come up with a theory of understanding music and particularly 
understanding electroacoustic music motivated by the same misunderstandings that 
much of contemporary music faced in the 20th century in dealing with noise, and 
texture, including improvised music. Chion’s work is a broad, detailed and 
comprehensive study that includes a guide to specific listening practices for musical 
understanding; the creation of a typology of musical objects for analysis; and a guide 
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to the theory of these musical objects. However, Chion’s guide to Schaeffer’s earlier 
work Traité des objets musicaux did stabilize and contextualize my analytical method. 
Although I had developed the method before I read these books, the challenges of the 
definition of sound objects and their particular contexualisation through Schaeffer’s 
reduced listening process are parallel to some extent to my own research. The process 
of isolating the different milieu components or techniques in the improviser’s music 
for instance could be described as a reduced listening process. The milieus were 
isolated and as much as possible understood as  ‘coherent entities’, and these sounds 
were targeted independently of their origin or meaning and thus could align credibly 
with the term ‘sound object’. 
 
Nevertheless, the sound object system covers a vast area of knowledge in minute 
detail within which my own method could be situated superficially and given this 
circumstance there are bound to be echoes between the two approaches. However, my 
method offers a more idiosyncratic view of the broader subject by virtue of the 
limited and particular nature of my analysis technique. In spite of some resemblances 
between terminologies the two works diverge in too many respects to be situated 
exactly side by side. Although terms such as milieu may be equated to ‘sound object’ 
with some degree of success, the level of detail and nuance that Schaeffer and Chion 
afford this term and for other parallel terms is far beyond my present study. 
Fundamentally my method concerns itself with understanding improvised music and 
sounds generated by the saxophone through extended techniques. By narrowing the 
focus of the research discrepancies between the two methods become evident, 
including, for example, the sound source being connected with and intrinsic to the 
heard sound and the notion of improvisation. 
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Spectro-Morphology and Structuring Processes - Dennis Smalley  
(in Emmerson 1986) 
 
Similarly, Dennis Smalley’s chapter contained in The Language of Electroacoustic 
Music edited by Simon Emmerson is a continuation and development of the work of 
Schaeffer and Chion and outlines a similar premise of developing a system by which 
a listener can decipher the sound world of electroacoustic music. In many respects I 
found it to be a more user-friendly reduction of the earlier works and expands upon 
their key concepts. However, the concern of Smalley’s work, like Schaeffer and 
Chion, is with electronic sounds of unknown origin placed primarily in fixed 
circumstances within an electroacoustic and acousmatic context. This, again, diverges 
significantly from the fundamental premise of my method as explained above in that 
the current research is focused on an improvised music context with acoustic 
instruments.  
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Chapter 2: Methodology 
The following chapter discusses the method undertaken to investigate the research 
problem. The first area to outline is the framework itself and to state which particular 
model was chosen; the second area discusses the selection processes of the particular 
improvisers that were used for the compositions and why they were selected; thirdly, I 
will consider the research ethics and collaborative arrangements that were pursued; 
and lastly I outline the research design and methodology of the two creative projects 
and the application of the chosen research methodology. 
 
The method by which the research question is approached is through practice-based 
research. The definition of practice-based research applied in this inquiry is drawn 
from Carol Gray in her Inquiry through Practice: Developing appropriate research 
strategies (1996), which identifies two aspects of this research approach:  
 
Firstly, research which is initiated in practice, where questions, problems, 
challenges are identified and formed by the needs of practice and practitioners; 
and secondly, that the research strategy is carried out through practice, using 
predominantly methodologies and specific methods familiar to us as 
practitioners (Gray 1996, 3). 
 
The research method that structures the practice-based process will be based on 
Andrew Brown’s SoDaR research approach (Brown 2007). I have outlined the stages 
of research and illustrated this procedure in the form of a table under the heading 
research design and methodology. 
 
The original material and inspiration for the compositions in the practice have been 
improvised by other artists and the selection of this material has had a critical 
influence on the nature and development of the compositions. The selection process 
of these particular improvisers is described below. 
 
Of great interest to me in the selection of specific improvisers for the project was that 
they had a highly developed improvising language20 as a solo saxophonist. As I am                                                         
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also an improvising saxophonist and interested in the stylistic traditions of 
improvising with the saxophone, the choice of working with improvised material 
generated by saxophonists was important to the development of an improvisational 
language. Using these improvisers to generate new compositions created the 
opportunity to analyse and discuss their language in depth. It also enabled me to 
utilize this material in an innovative process.  
 
Solo performances and recordings on monophonic instruments like the saxophone are 
not common practice for most musicians, or even improvisers. However, what 
becomes apparent whilst studying such solo works is that not only is improvisation 
the focus but the works are also explorations in the capabilities of the instrument 
being used. Solo improvisations can also be seen as specific studies in new techniques 
and can be a helpful approach to learning the technical canon of a specific instrument. 
Derek Bailey speaks about solo improvisation in his book on Improvisation in the 
following terms: “It is clear that in solo playing the instrument achieves a special 
potency and its importance to this kind of music-making is at its most obvious here” 
(1992, 108-9).  
 
Bailey’s particular point that ‘the instrument achieves a special potency and 
importance’ outlines in many respects the reason why I have chosen as the 
improvisers’ saxophonists with highly developed and unique vocabularies. These 
developed vocabularies are necessarily linked to the technique of the saxophone and 
the study of these particular players and composing with their materials presents an 
opportunity for me to look at the respective sound worlds of these performers, the 
techniques that they use and the way they organize their materials to create their solo 
improvisations.  
 
                                                                                                                                                               
20 “The analogy with language, often used by improvising musicians in discussing their work, has a certain 
usefulness in illustrating the development of a common stock of material-a vocabulary.” (Bailey 1992, 106)  
In solo playing, this vocabulary is primarily constructed around the acoustic possibilities of the instrument. 
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Another criterion that effected the selection of the saxophonists was their position 
historically in the stylistic and technical development of solo saxophone 
improvisation. As a relatively new practice, solo saxophone improvisation came to 
prominence about 45 years ago. Anthony Braxton, in his For Alto release on the 
Delmark label in 1968, was one of the first saxophonists to release an album that was 
made up entirely of solo saxophone music—improvised or not21—and since then solo 
improvisation has become a ‘rite of passage’ for many improvising saxophonists, 
particularly those who perform free improvisation and avant-garde jazz. Some of the 
more prominent exponents of this practice include Steve Lacy, Evan Parker, Peter 
Brotzman, Matts Gustaffson and John Butcher.  
 
I elected to choose Anthony Braxton as one of the pioneers of this performance 
practice, and also as someone who comes from the African-American tradition of jazz 
who approaches his solo improvisations as a form of composition—a point of interest 
that we will be exploring in Chapter 5. As Braxton explains his approach, “I see my 
solo alto saxophone music as part of the genesis components of my thought system” 
(in Shoemaker 2000). In other words Braxton sees his solo improvisations as 
fundamentally connected to his compositional process. The improvisations are a way 
of sketching out ideas, working through systems to be applied later in his notated 
works. They fall into one of two main trends in solo saxophone improvisation 
discussed by Shoemaker whereby improvising for these artists “conceptualizes solo 
music as a conduit between a saxophonist’s improvisational lexicons and a body of 
compositions—originals and jazz perennials alike” (Shoemaker 2000). The 
connection between improvising materials and composition in Braxton’s music draws 
important parallels with the current creative practice. 
The other improvising saxophonist chosen for the research was John Butcher. The 
British tenor and soprano saxophonist fits historically into a loose label of the 2nd 
generation of improvisers in the UK/European ‘free’ scene that came to prominence 
in the 1980’s after the first generation of musicians including Tony Oxley, Derek 
Bailey, Barry Guy and Evan Parker in the 60’s and 70’s. Chronologically, Butcher 
occupies a position between the first pioneers—including Braxton—and the current 
generation of players that I, (at least in terms of age!) belong to.  
                                                         
21 Solo saxophone recordings were made by Coleman Hawkins, Gene Sedric and Eric Dolphy before For Alto. 
However, they were only for single pieces of music and not for an entire album (Shoemaker 2000). 
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Stylistically, the two saxophonists cover a broad range of approaches to the 
instrument. As discussed, Braxton comes from the jazz tradition and is also 
influenced by noted composers from the western art music tradition such as 
Stockhausen and Cage, and is a prolific writer of music. Braxton’s improvisations are 
to an extent ‘pre-determined’ by a system of specific ‘languages’, with these 
languages being always manipulated and extemporized spontaneously. “I started to 
put together different mixtures of the 12 Language Types to create compositional 
logics, ways of utilizing materials to respond to the challenge of syntactical structure. 
That allowed me to be in an open improvisational space, while being firmly planted 
within definite working constructs” (in Shoemaker 2000). The particular language 
types will be discussed as part of the analysis phase of the methodology applied to his 
works in chapter 5.  
 
In contrast, Butcher, a player in the non-idiomatic ‘style’ of improvised music, 
primarily “uses a lot of materials, which work in what are potentially unstable areas of 
the saxophone” (in Shoemaker 2000). Butcher uses these approaches to build 
improvisations that are particularly textural and percussive, yet still melodic with an 
exhaustive array of extended techniques that can be applied with great control in 
terms of dynamic and articulation. Butcher’s approach as discussed by Shoemaker fits 
into the second trend of improvising saxophonists that “fuse method and form” 
(Shoemaker 2000). In other words the sound worlds created in the moment become 
the form of the work. Evan Parker’s description of improvisation in Bailey’s 
Improvisation again comes to mind: “improvisation makes its own form” (1992, 112), 
and we are then lead back to the idea of refrains. 
 
Braxton and Butcher occupy important positions in the stylistic development of solo 
saxophone improvisation and as such are important artists for me to understand in 
terms of the development of solo saxophone practice. Moreover, the contrasting 
styles, historical backgrounds and overall approach of the two players create a broader 
perspective of the canon. In addition, the highly developed language of both 
improvisers provides fertile material for the compositional process undertaken in the 
present study and enables me to discuss the language of the improvisers through a 
creative process as outlined by Carol Gray. 
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Ethical and Collaborative Arrangements 
 
The ethical considerations and collaborative arrangements within this research offer 
problems in terms of authorship and collaboration—particularly the use of 
transcriptions from other artist’s work for use in my compositions.  
 
Permission was given by Anthony Braxton (via email) and John Butcher (verbal 
agreement in the course of the ongoing collaboration) for their improvisations to be 
transcribed and used in notated compositions to be performed subsequently. In doing so, 
they have released the authorship of the initial recorded improvisation within the context 
of my compositions although in all written forms of the works and program notes their 
names are to be clearly cited. The current arrangements are also quite flexible and have 
been reviewed on a case-by-case basis. For instance, for the premiere performances of 
Gravity (documented later in this paper as the primary composition involving John 
Butcher) in Australia and the UK, Butcher and I shared royalties 50/50 as he was 
performing live with the ensemble at this point and therefore rightly claimed co-
authorship.  
 
Further to these ethical issues with the above artists, I arranged a collaborative agreement 
with the Elision Contemporary Ensemble to perform and record the notated compositions 
throughout the duration of the project. I have been a member of the ensemble since 1994 
and there is an ongoing partnership between myself and the artistic director Daryl Buckley 
in realising the composed works.  
 
Research Design / Methodology 
 
While the overall approach of the creative practice comes under the general activity of 
composing with improvised music, and the methodology remains the same for each of 
the two projects involving Butcher and Braxton, they were approached using a 
different process. In part, this was influenced by the nature of the projects and the 
availability of each of the artists for collaboration. Braxton for instance was not 
available for correspondence or collaboration, whereas I was able to spend a great 
deal of time with Butcher collaborating in performance and researching and writing 
the composition. In addition to the compositions created from their improvisations 
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one other large group work was also created in collaboration with and in tribute to 
Butcher and Braxton. The work, What Remains involved John Butcher and myself co-
composing a piece that included notation and improvisation performed by the Elision 
Ensemble premiering at the Queensland Music Festival in 2007 and ‘The Braxton 
Project’ was arranged and conducted by me at the Huddersfield Contemporary Music 
Festival in 2009. Both of these projects created a broader and deepening 
understanding of the present research and they will in turn be discussed in the 
chapters ahead. 
 
Research Design 
 
Andrew Brown’s research approach of Software Development as Research (SoDaR) 
in his paper, Software Development as Music Education Research (2007), is used as 
the method to structure and formalize the creative practice. Brown explains the 
structure of the method as having three stages: 
 
The (SoDaR) approach has three stages, at each stage the researcher is 
encouraged to describe the objectives for that stage, collect data resulting from 
work undertaken at that stage, and to reflect on the outcomes, problems, and 
progress of the research to that point (2007). 
 
Brown’s approach was used for both the Butcher and Braxton projects but each has a 
slightly different emphasis. As discussed previously, the Butcher project afforded a 
more collaborative approach to the composition as I worked with Butcher for 
extended periods of time. The resultant work was a chamber piece that involved 
Butcher performing with the ensemble and me transcribing his improvised 
performance, notating this and creating a written part for clarinet and bass clarinet 
that was subsequently made into a score. The Braxton compositions were developed 
by selecting works from previous recordings by Braxton from the 60’s and 70’s and 
utilizing this material to generate three solo pieces for violin, bass clarinet and 
recorder. I did not have the opportunity to consult or collaborate with Braxton during 
this process. Therefore the tables that follow reflect the different circumstances 
involved in each of these processes. Firstly, I will discuss the approach for the 
Butcher composition and secondly for the Braxton compositions. 
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Gravity – John Butcher 
 
For the composition Gravity, utilizing the improvisations of John Butcher, Brown’s 
method was interpreted from a practice-based research perspective and the stages of 
the creative practice are outlined as follows:  
 
i. Interviews with the improviser  
ii. Transcription of improvisation material 
iii. Composition  
iv. Rehearsal/collaboration 
v. Performance  
vi. Transcription of improvisations created in performance  
vii. Production of fully notated score utilizing materials from step vi.  
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The following table outlines this process using the SoDaR model. 
 
COMPOSITION 
METHODOLOG
Y 
 
SODAR 
STAGE 
PRACTICE-LED 
ACTIVITY 
INDICATIVE REFLECTION 
1 CONCEPTION 
(CONSULTATION 
WITH JOHN 
BUTCHER) 
 
DEFINE THE 
ACTIVITY 
INTERVIEWS, SOURCE 
AND TRANSCRIBE 
RECORDED 
IMPROVISATIONS, 
ANALYSIS. 
CAN THE PRIMARY 
CHARACTERISTICS OF THE 
ANALYSED IMPROVISATIONS BE 
UNDERSTOOD FROM THE 
PHILOSOPHICAL PERSPECTIVE OF 
MILIEU, RHYTHM AND TERRITORY?  
2 COMPOSITION DESIGN AND 
PRODUCTION 
COMPOSE WORK USING 
IMPROVISED MUSIC 
 
WHAT ARE THE PRIMARY 
ORGANISING PRINCIPALS OF THE 
COMPOSITION.  
 
HOW IS THE IDEA OF REFRAIN 
BEING RETERRITORIALIZED?  
 
3 PERFORMANCE 1 USAGE AND 
REFINEMENT 
REHEARSAL OF PIECE. 
 
COLLABORATION WITH 
ELISION ENSEMBLE, 
CONDUCTOR AND 
JOHN BUTCHER. 
 
PERFORMANCE AND 
RECORDING OF 
NOTATED SCORE WITH 
BUTCHER. 
IN WHAT WAYS DID THE 
COMPOSITION TRANSFORM 
DURING THE REHEARSAL AND 
PERFORMANCE?  
 
4 TRANSCRIPTION 2/ 
COMPOSITION 
DESIGN AND 
PRODUCTION 
TRANSCRIPTION AND 
COMPOSITION USING 
IMPROVISED PART 
FROM PERFORMANCE 
1.  
 
COMPLETION OF 
NOTATED WORK. 
CAN THIS PROCESS BE 
UNDERSTOOD FROM THE 
PHILOSOPHICAL PERSPECTIVE OF 
DELEUZE AND GUATTARI IN 
PARTICULAR 
RETERRITORIALIZATION AND THE 
REFRAIN?  
Table 4. Research Design – Gravity – John Butcher 
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Overview of stages of Methodology - Gravity 
Stage 1. Conception and Consultation with John Butcher 
 
This stage involved consultation with the improviser including an interview, 
transcription and analysis of his work. The Gravity project was influenced by two 
main areas of work by John Butcher. I attended several of Butcher’s live 
performances during a Japanese tour in 2002 and initially studied his Thirteen 
Friendly Numbers released on his own label ACTA in 1992. Much of the materials 
for the composed parts in Gravity were taken from different improvisations found on 
Thirteen Friendly Numbers. 
 
Several interviews were conducted with Butcher in the initial stages of the 
composition. (The complete interviews can be found in Appendix II). The main points 
of these interviews covered areas of improvisational approaches to solo playing, 
saxophone techniques, specific saxophone sounds, analyses of improvisations on the 
recording Thirteen Friendly Numbers and discussion about these analyses.  
 
The interviews also discussed different approaches that could be taken in terms of him 
improvising with an ensemble that would be conducted and performed primarily from 
reading notated music. Butcher also agreed to send sound files of different extended 
techniques that he was using in his improvisations that would in turn be notated and 
labeled and then considered as possibilities for the composition.  
 
Stage 2.  Composition 
 
This stage involved the composing of ensemble parts using information from the 
Stage 1 process. Overall tendencies of the composition are taken into account, general 
themes and approaches to the work, durations, and conceptual areas within the work. 
This stage included taking segments of the improviser’s material and using them 
literally (notating the sound as closely as possible) and generally (in terms of using 
the improvised material as a guide to composing an overall texture without being 
literal or specific) to generate a score for the other instruments in the ensemble.  
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Stage 3. Performance 1 
 
The piece was performed on four occasions, three of which featured Butcher 
improvising responses to the notated parts and one of which was performed by me 
with the ensemble. The third performance, at The Huddersfield Contemporary Music 
Festival in 2006, was recorded and used as the basis for me to transcribe Butcher’s 
improvisations and create notated clarinet parts. The whole work was then recorded 
again with the clarinet part inserted within the whole score. During the performance 
of the piece, Butcher’s improvising language (refrain) is reflected in written form 
within the score and heard in the form of the improviser playing in real-time. This 
situation was intended to create a feedback loop or crucible in which I could analyse 
the ideas of refrain and reterritorialization created by the interaction of the real-time 
improvising and the fixed composition.  
 
Stage 4. Transcription 2/Composition 
 
The compositional method at this point during the Gravity project comes to a point of 
completion where an entirely notated ‘fixed’ score is produced. It is important to note 
here that the transcription of the improvised part from Stage 3 was not a literal 
transcription of what John played but a ‘trans-compositional’ technique I applied to 
the situation. The process involved transcribing specific information from the 
recording that focused on the pitch material and the sound world e.g. multiphonic or 
slap tongue idea, and then developing a new rhythmic environment for this material 
which suited the syntax of the overall composition so it could be more easily ‘fitted’ 
with the other instrumental parts. (This process is discussed in more detail in Chapter 
5) 
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Transbraxton Studies for Solo Instruments – Anthony Braxton 
 
 The Transbraxton Studies for solo instruments constitutes a series of portrait studies 
that utilize solo saxophone improvisations by Anthony Braxton. Transbraxton Study I 
is written for solo violin and utilises the first 9 minutes of the piece To Composer 
John Cage Composition 8f from the album For Alto (1968). Transbraxton Study II is 
written for bass clarinet and is based on the piece 8g from the album News From the 
70’s (1972). Transbraxton Study III for Ganassi recorder is based on the piece 106j 
(Pointillistic) from the album 19 (Solo) Compositions, (1988). 
 
As discussed earlier, Brown’s method was used in a different way to map the stages 
of research in the Transbraxton project compared to Gravity. The stages of the 
creative practice are outlined as follows:  
 
i. Selection of improvisations to be used in the compositions 
ii. Transcription of improvisation material  
iii. Composition  
iv. Rehearsal - collaboration with performer - revision 
v. Performance  
 
The following table outlines this process using the SoDaR model. 
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COMPOSITION 
METHODOLOGY 
SODAR 
STAGE 
PRACTICE-LED 
ACTIVITY 
INDICATIVE REFLECTION 
1 CONCEPTION 
 
DEFINE THE 
ACTIVITY 
SOURCE RECORDED 
IMPROVISATIONS 
 
TRANSCRIBE 
IMPROVISATIONS 
 
IDENTIFY INDIVIDUAL 
CHARACTERISTICS. 
WHAT ARE THE PRIMARY 
CHARACTERISTICS OF THE 
IMPROVISED LANGUAGE AND 
HOW CAN THEY BE DEFINED.  
 
CAN THESE ELEMENTS BE 
UNDERSTOOD IN TERMS OF 
MILIEU, RHYTHM, TERRITORY?  
 
HOW CAN THEY BE USED FOR 
COMPOSITIONAL PURPOSES?  
2 COMPOSITION DESIGN AND 
PRODUCTIO
N 
USE IMPROVISED 
LANGUAGE TO 
COMPOSE NOTATION. 
CONSULT PERFORMER 
HOW IS THE IMPROVISED 
LANGUAGE BEING USED WITHIN 
THE COMPOSITION?  
 
CAN THIS PROCESS BE 
UNDERSTOOD IN TERMS OF 
REFRAIN AND 
DETERRITORIALIZATION?  
3 PERFORMANCE  USAGE AND 
REFINEMEN
T 
REHEARSAL OF PIECE.  
 
COLLABORATION WITH 
PERFORMER.  
 
PERFORMANCE AND 
RECORDING OF 
NOTATED SCORE.   
IN WHAT WAYS DID THE 
COMPOSITION TRANSFORM 
DURING THE REHEARSAL AND 
PERFORMANCE.  
 
DESCRIBE THE RELATIONSHIP 
BETWEEN THE NOTATED VERSION 
OF THE LANGUAGE AND THE 
REAL-TIME VERSION DURING THE 
PERFORMANCE. 
Table 5: Research Design – Transbraxton Studies – Anthony Braxton 
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Overview of stages of Methodology – Transbraxton Studies 
 
Stage 1. Selection of improvisations 
 
This stage involved the selection by me of the improvisations to be used for the basis 
of the new compositions. Three recorded performances were selected that cover 
different areas of Braxton’s ‘sonic units’ or ‘language types’. 
 
Braxton calls his solo alto music ‘language music’. The way he uses the word 
“language” is as people do when they say ‘the language of the blues’, or ‘the 
language of love’: the particular voice with which particular sound events 
speak (Heffley 1996, 228). 
 
The selected improvisations represent different language types or explore the same 
language type in different ways22. The language types are outlined in the following 
text—these language types are also represented by diagrams, geometric schemes and 
‘identity states’. (See the diagram of Braxton’s Solo Alto (“language”) music in 
appendix II.) These language types can be categorised into: 1. Long Sound; 2. 
Accented long sound; 3. Trills; 4. Staccato line formings; 5. Intervallic formings; 6. 
Multiphonics; 7. Short Attacks; 8. Angular attacks; 9. Legato formings; 10. Diatonic 
formings; 11. Gradient formings; 12. Sub-identity formings. 
 
Transbraxton Study I for solo violin is based on the composition/improvisation To 
Composer John Cage Composition 8f from the album For Alto (1968)—this is the 
debut solo record of Anthony Braxton and marks the initial stage of the development 
of his solo practice and therefore is an important piece from a historical and stylistic 
development point of view. Composition 8f comes from Braxton’s Solo Music – Book 
One (1966-9) which includes “eleven compositions for a solo instrument utilizing 
visual notation and co-ordinate instructions” (Lock 1988, 334). Composition 8f can be 
seen to be dealing primarily with the language types of ‘accented long sound’, 
‘staccato line formings’  ‘intervallic formings’, ‘multiphonics’ and ‘legato formings’. 
Braxton, in his composition notes, says: “I composed Composition No. 8f as a vehicle 
to establish a fast pulse arrhythmic language platform for extended solo 
                                                        
22 It is to be noted that while I have researched these language types as part of the overall analysis, an in depth 
discussion of the compositional language of Anthony Braxton is beyond the scope of the current research. 
However, there will be some commentary supplied in Chapter 5 in the form of an introduction to his music to 
adequately contextualise the creative practice. 
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improvisation” (1988, 137). The overall compositional direction for this piece is 
described as: “Fast pulse intensity language” (1988, 334).  
 
Transbraxton Study II for solo bass clarinet is based on the composition/improvisation 
8g from the album News From the 70’s (1972). Composition 8g also comes from 
Braxton’s Solo Music – Book One (1966-9) and can be seen to be dealing primarily 
with the language types of ‘staccato line formings’, ‘intervallic formings’, 
‘multiphonics’, ‘short attacks’, ‘angular attacks’, and ‘sub-identity formings’. The 
overall compositional direction for this piece is described as: “Multiphonics - medium 
pulse” (Lock 1988, 335). 
 
Transbraxton Study III for solo Ganassi recorder is based on the 
composition/improvisation 106j (Pointillistic) from the album 19 (Solo) 
Compositions, (1988). Composition 106j comes from Solo Music – Book Five (1982-
5). “Fifth series of solo compositions and vocabularies for the creative instrumentalist. 
Can be performed as a single or combination material (in conjunction with the 
complete solo materials of my music system) depending on the needs of the moment” 
(Lock 1988, 363). This composition can be seen to be dealing with the following 
language types: ‘accented long sound’, ‘stacatto line formings’, ‘intervallic formings’, 
‘short attacks’ and ‘angular attacks’.  The compositional direction for the piece is: 
“Pointillistic logic23” (Lock 1988, 364). 
 
The selection of the material was not intended to give an overview of the aesthetic 
development of Anthony Braxton’s solo saxophone playing. Rather, the selections 
were based on the particular language types and historical position that the 
improvisations occupy. Compositions 8f and 8g come from the first book of solo 
music and composition 106j comes from the fifth book of solo music. This selection 
was chosen to represent the development of style, as these groups of 
compositions/improvisations occurred 20 years apart.  
 
 
 
                                                        
23 I understand this  in the sense that Stockhausen interprets pointillism as a structure that is formed from note to 
note without an overriding macro schemata. 
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The three compositions of 8f, 8g and 106j also deal with different and contrasting 
materials, tempos, intensities and dynamics. In this way the selection process was 
made to show how the three compositions would align together as pieces within a 
program of music, but also would give me contrasting materials to work with to create 
variation between the compositions. The selection of the material was also determined 
by the duration of the solo material and the suitability of the solo material to the 
chosen instruments that the improvisations would be transferred to. 
 
Selection of instruments 
 
In selecting the violin, bass clarinet and Gannasi in G recorder, I was interested in 
exploring a wide range of timbral possibilities and technical capabilities to interpret 
Braxton’s solo music. As a composition exercise and as the titles suggest, these pieces 
were composed as studies on these particular instruments so I could gain more 
knowledge about writing for these instruments. As an alto saxophone player, I can 
naturally conceive music and its construction through this particular instrument. The 
improvisations that were transcribed represent well-known sonic territories on the alto 
saxophone. However, the composition process was to take these familiar territories 
and transfer them to other instruments so that I could explore the possibilities of these 
musical ideas being expressed with different timbral and technical parameters. The 
transfer of improvisational language to a score and have it reinterpreted by other 
musicians was also at the forefront of the practice. In each circumstance the 
challenges and objectives were different and this impacted greatly on the process of 
transcription and on the style of notation used for the compositions. A more in depth 
explanation of these processes is discussed in Chapters 5 and 6. 
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Stage 2.  Composition 
 
This stage involved the development of solo compositions using information from the 
stage 1 process. Overall tendencies of the composition were taken into account, such 
as general themes and approaches to the work, durations, and conceptual areas within 
the work. This stage included taking the literal transcriptions of Braxton’s material 
and writing the score for the other instruments. There were issues of instrument 
ranges to consider and also the specific technical limitations of the instruments in 
terms of re-producing articulation and extended techniques etc. 
 
Stage 3. Performance 1 
 
The performance stage of the process included rehearsing with the performer, making 
adjustments, revising the notation and in some cases referring back to the original 
improvised performances as a reference to the interpretation of the score. 
 
The methodology outlined in this chapter is followed and developed in Chapter 4 
where I discuss the analysis approach taken in the preliminary research before the 
composition stage of the process. In Chapters 5 and 6 I discuss the composition stage 
of the methodology in terms of Gravity and the Transbraxton Studies respectively. 
The following chapter gives an overview of one particular composition by me that 
lays the conceptual groundwork for the main body of the creative practice in the 
current research. 
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Chapter 3: Background to the Creative Practice 
This chapter of the exegesis gives a background to the present creative practice. I will 
be discussing a particular work that informed the current process and also locates the 
emergence of the need for a conceptual framework to analyze and discuss my creative 
process.  
 
Composition 
 
Most of my compositions over the past decade have been built around the concept of 
taking fragments of improvised music from various sources and using this material to 
construct new compositions. I have used different processes to achieve this end 
including transcription/‘re-notation’, overdub recording techniques and live sampling. 
The sources for the pieces have also varied from solo to conducted chamber ensemble 
to punk jazz group. I have been interested in the fluidity of the process and of the 
mutability and transformative characteristics of the material, the disassembling of 
improvisational language into small fragments and reassembling the parts into new 
works. The process has enabled me to re-compose and to re-imagine music that has 
been previously created and codified in other situations. It has also enabled a closer 
analysis of improvised music and allowed a clearer understanding of its elements.  
 
The initial work that began this process was Multiple Repeat recorded in the Radio 
Bremen studio (Germany) in 2002. 
 
Multiple Repeat  
(Appendix IV – DVD, Tracks 1-6) 
 
Multiple Repeat began as a commissioned work awarded by Radio Bremen in 
Germany 2000. At the time I was concerned with developing a language as an 
improviser and also with developing a process of creating compositions that would be 
influenced by this improvisational language. I decided to record a work of extended 
duration for the commission that would feature solo saxophone improvisations. I had 
previously released a collection of solo improvisations on Solo Sax Show (O’Dwyer, 
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1996) where the works were delineated by using different technical approaches for 
each piece. These improvisations concentrated on one or two approaches of playing at 
a time e.g. the use of linear materials in one piece, multiphonic materials in another, 
and electronic processing in another. The intention was to create a different sound 
world for each of the pieces and in this way provide variety throughout the disc. 
In Multiple Repeat I wanted to experiment with creating a large work for improvised 
solo saxophone rather than a collection of smaller improvisations with distinct 
approaches. This posed different structural problems than improvising the shorter 
forms previously created. How to create a work that lasted for 40 minutes that was 
improvised but also included a high degree of pre-organisation? I decided to compose 
and plan a framework first that would be followed during the recording. The duration 
of the work was set at circa 40 minutes and then a timeline was made dividing the 40 
minutes into sections or movements. These movements were divided again into 
smaller sections or ‘events’ that at this basic stage of construction indicated moments 
of sound and silence or ‘on’ and ‘off’ sections. The next decision, which ultimately 
shifted the work from being a traditionally improvised ‘solo saxophone’ piece—that 
is, a solo improvisation with a monophonic instrument—was to use the technique of 
overdubbing saxophone parts, creating a sense of expanding layers and contracting 
layers of orchestration throughout the piece. 
 
Before this time I had been performing long duration solo improvisations within 
installation works24 that were up to 2 hours in length. The music from these 
performances was contemplative, meditative and, because the length of these 
performances was unusual, pushed the boundaries of perception of musical form. As a 
consequence of the physical parameters (playing the saxophone non-stop for hours in 
performance) and also aesthetic parameters I was forced to engage purposefully with 
the use of silence during these performances—the use of silences in these 
circumstances had to be thought through as carefully as the moments of sound 
because it was a necessity to have silences. These performances raised the question: 
how could the performer maintain focus and intensity throughout a long solo 
improvisation without playing constantly?  
In response to this problem I had been experimenting with the thought process that 
the existence of musical ideas or improvisational vocabulary in performance was not                                                         
24 bardo’ i-thos-grol – Liza Lim, Domenico DeClario, Elision Ensemble 1994-96 
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dependent on whether it was being heard at any given moment. The music was 
something that was ever present within the mind of the improviser or perceived as a 
flow of ideas or stream of consciousness that the improviser was ‘allowing to be 
heard’ (when he made sound) and also not being heard when the improviser decided 
not to play. When there was silence within the performance these ideas ‘silently’ kept 
going, following their own logic. So the use of silence was as deliberate as the use of 
sound in that the improviser could be playing a gesture and instead of perhaps playing 
the next gesture that came to mind the improviser would play the silence, while 
hearing the continuation of the gesture within his mind but not sounding it. The next 
‘sound’ gesture that might be played could be an idea that was placed further along 
the timeline of musical ideas or possibilities open to the improviser. A metaphor for 
this could be that the musical work is constantly playing in a soundproof room next 
door. The improviser when making sound is opening the door connecting the two 
spaces so he and the audience ‘hear’ the sound. When the improviser stops playing—
metaphorically closing the door—the sound is not heard anymore but it is ongoing in 
the next room. The performer and audience are just hearing intermittent sections of a 
piece that is constantly audibly evolving in another time-space continuum. The 
concept was of music that was always following a linear trajectory, but with the aural 
representation of this trajectory being interrupted or temporarily hidden though 
nevertheless always there.  
 
In my words, if music could be said to be the organization of sound and silence 
alternating over a given duration, then traditionally this would be represented by notes 
and rests in metered bars on a musical score. This could also be seen as a micro- 
viewpoint. The above concept can be seen as an idea that takes the micro-rhythmic 
components of notes and rests and magnifies these components into what becomes 
macro blocks of sound and silence. The blocks of sound (notes) are perceived as 
larger groups of gestures and materials (notwithstanding that it also has a micro-
rhythmic structure) and the silences within this scheme are the expanded notions of 
rests. From a compositional point of view this approach takes care of the macro 
proportions of the composition—where groups of ideas or phrases begin and end—
but does not assign any specific criteria to what happens on a micro-rhythmic level. 
The composition was designed to be improvised, therefore the entry points and exit 
points, the indications of particular techniques to be used and different 
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instrumentation (discussed later) was enough information for the improviser to be 
spontaneously filling in the information on the micro-level in the piece while adhering 
to the rigors of the overall timeline schemata of the composition. This piece was 
always intended to be a recorded work and not a performed work, so this timeline 
idea was very achievable under these circumstances. 
 
This macro rhythm scheme and broad outline for the piece was created by drawing a 
time-line that articulated sections of sound and sections of silences. As in any piece of 
music, sound (on) and silence (off) alternated with each other and the duration of each 
section was calculated to expand and contract throughout the duration of the piece. 
The duration of each section of sound would contract while the duration of each 
section of silence would expand. For instance, at one extreme of the proportions, 
extended sections of silence would frame a short sound section. The proportions 
would then shift incrementally in the opposite direction along the timeline whilst at 
the other extreme of the proportions of the piece; short silence sections would be 
framed by extended sound activity.  
 
But what was going to be played in the ‘sound’ sections in the piece and how was this 
material going to be linked together before and after the gaps of silence or ‘off’ 
moments? How was the continuity of the piece going to be achieved despite the use of 
the inserted silences? In answer to these questions, the piece was organized into 
movements. A ‘type’ of saxophone vocabulary, technique or sound world was 
assigned to each movement that would be used to improvise with during the ‘sound 
sections’ that occurred in the timeline during that particular movement. The ‘sound 
worlds’ for each of these movements was designed around specific and distinct 
(extended) techniques on the saxophone so as to differentiate one movement from the 
next. Some movements used only one technique or sound world whereas others used 
combinations of different techniques. Initially each movement dealt with one sound at 
a time until in the middle movements and towards the end they juxtaposed multiple 
sound types e.g. the first and second movements have only tongue slaps and key 
clicks respectively as improvisation material and, later in the piece, other techniques 
such as linear movement with flutter tongue and multiphonics are combined.  
The movements of the piece and their respective sound worlds of techniques etc were 
organized out of phase with the expanding/contracting event timeline of ‘on’ 
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moments and ‘off’ moments. In other words, the sections of sound and silence 
contracting and expanding were worked out within an overall macro schemata 
coinciding with the duration of the whole piece. The duration of the movements and 
therefore the different sound worlds that the listener passes through in the work were 
part of the macro schemata but they were on different timeline. 
 
Up to this point the pre-composition aspect of the work had taken care of deciding 
when the improviser was to make sound and when the improviser was to rest. It also 
determined what kinds of techniques were to be used by the improviser when playing 
during the sound (on) sections. As stated above, the composition was always intended 
to be a product of the recording studio and in view of this, further pre-compositional 
decisions were made in the organization of the piece. To further this process I decided 
to experiment with the technique of overdubbing25 the improvised saxophone 
sections. As stated earlier the micro-rhythmic level of the composition was not pre-
composed but was left to the improviser to invent in the moment lending the music 
(hopefully) a quality of immediacy that comes with an improvised performance. 
However, the start and the end of the sound sections were specifically marked on a 
timeline. While recording the overdubbed parts the improviser followed this same 
scheme of starting and stopping by following a stopwatch, at the same time as 
listening to all of the previous overdubs that had been recorded earlier for that sound 
section. The improviser would interact with more or fewer versions of his own 
playing as the overdubs increased and decreased throughout the piece. 
 
From a pre-compositional perspective, the overdubbing idea enabled me to explore 
not only having the sound and silence sections expand and contract in proportion 
horizontally across the timeline, but also to have the layers of improvising saxophones 
expand and contract vertically in a gradual proportional schema throughout the piece 
by the use of the overdubbing technique. The overdubbed parts were expanded up to a 
maximum of 8 tracks at different points of the timeline while at the other points there 
would only be a single track of saxophone. In addition, the piece had taken on a 
distinctive character that could only be created within a studio and moved away from 
traditional notions of solo improvisation. However, the overdubbing technique was an 
interesting improvisational situation to be placed and resulted in new territories of                                                         
25 Overdub, v. Record (additional sounds) on an existing recording. (Overdubbing).  
 73 
phrases and gestures explored by the improviser that would have been impossible 
otherwise. 
 
There was a further horizontal/vertical26 parameter added to the composition in the 
post- production phase of the recording. During the mixing process the overdubbed 
tracks were panned at different degrees across the stereo field. When the maximum 
amount of overdubs (8 tracks) were present in the sound section they were panned27 
evenly out from the centre to the furthest point in the stereo field (e.g. 9 o’clock to 3 
o’clock) and as the amount of overdubbed tracks contracted due to the pre-composed 
schema in the sound sections they would be heard at narrower points within the stereo 
field until a solo track would be heard in the centre. In addition to the above pre-
composed aspects of the composition, the soprano, alto and tenor saxophones were 
chosen for the project to provide a more pronounced differentiation in terms of timbre 
and orchestration between the layers of overdubbed tracks. 
 
In practice 
 
Over a period of 2 days in the Radio Bremen studio I recorded the piece by working 
on one ‘sound’ section at a time. In practice these were improvised sections from 4 
sec up to 1 min in duration. During these sound sections the materials that I would be 
using to improvise with were determined by the particular type of saxophone 
technique assigned to the particular movement that the sound section was within.  
When the sound section called for a certain number of overdubs, I would improvise 
using the predetermined saxophone technique for that movement (e.g. ‘slap-
tongue’28) lasting between 4 sec and 1 min, then overdub the next track for the same 
duration using the same technique until the maximum number of overdubs was 
reached for that particular sound. This continued throughout the piece following the 
pre-composed schema and using different techniques as I progressed with different 
instruments—alto, tenor and soprano saxophone—using slap tongue, key clicks, 
                                                        
26 Horizontal parameters meaning where sound is placed within the stereo space from right to left or across the 
horizon of the listening field and ‘vertical’ meaning the layering of different pre-recorded tracks ‘on top of one 
another’ in the mix.  
27 Panning – “(also stereo separation) distinction or difference between the signals carried by the two channels of a 
stereophonic system” (Stereo Separation)  
28 “In music, the term slap tonguing refers to a musician playing a single-reed instrument such as a clarinet or a 
saxophone employing a technique to produce a popping sound along with the note” (Slap_tonguing). 
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flutter tongue29 and multiphonics30 and other techniques. The timeline was assembled 
in post-production with the insertion of silent sections of different lengths between the 
recorded sound sections. The work was recorded, constructed, mixed and mastered 
within 4 days. 
 
On reflection, the piece articulated a snapshot of my creative practice at a particular 
time of my development fusing the improvised vocabulary and techniques that had 
been developed on the saxophone with pre-organizational procedures in composition. 
Importantly, through listening to the piece after the process had been completed, I felt 
that there were two significant components at play in the music: the dramatic ‘on’ and 
‘off’ motion that indicated that the piece was strictly organized, juxtaposed with the 
fluid and mutable musical activity that was happening on a micro level within this 
rigid scheme. The liner notes written by Dr Newton Armstrong go further to describe 
this phenomenon: 
 
Multiple Repeat is an exacting and highly conceptual piece. Tim’s playing is 
as gnarly as ever, but there is a compelling sense of containment and 
compression in this music. It’s partly a result of the higher-level formal 
aspects of the piece having been predetermined: the durations of movements, 
sections, and blocks of silence, the distribution of material within the various 
movements and sections, the overdubbing density, and the positioning of each 
of he overdubbed layers in the stereo field. But the sense of containment also 
stems from something in the playing. Each of the voices in the mesh of 
multitracked saxophones is coupled to each of its neighbours through complex 
forms of feedback and exchange. The relationships are constrained by a tight 
grammar, but the lines are insurgent, pushing and pulling at the limits of the 
grammar (Armstrong 2002). 
 
In the making of Multiple Repeat further questions arose about the process and the 
final outcome. A pre-composed framework in the form of a timeline had been 
designed indicating when the improviser should play and stop throughout the piece, 
and the musical materials, which the improviser could use to improvise, were limited 
to specific techniques on the saxophone to be explored at specific times. Throughout 
the recording of the work, I improvised in short time frames. Improvisations were 
created multiple times as these time frames were repeated if there were overdubs to 
perform, creating layers of improvisations that were contingent on one another (since                                                         
29 “Flutter-tonguing is a wind instrument tonguing technique in which performers flutter their tongue to make a 
characteristic "FrrrrFrrrrr" sound” (Flutter-tonguing 2010).             
30 “Multiphonics is an extended technique in instrumental music in which a monophonic instrument (one which 
generally produces only one note at a time) is made to produce several notes at once” (Multiphonics 2010).  
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the improviser was listening to previous overdubbed tracks of the particular time 
frame while improvising the new track) causing a multiplication of the same 
improviser’s vocabulary (hence the name Multiple Repeat).  
  
The improviser’s vocabulary was itself reacting and colliding with its internal 
elements and organizational principals. But what was the vocabulary of the 
improviser in this context—particularly when the natural linear progression of the 
soloist had been curtailed into playing very brief measured statements that were 
multilayered with overdubs? Although the recording of the material was improvised 
the making of the whole, including the recording, overdubbing, mixing and panning, 
was the antithesis of usual monophonic improvisation practice. I was left in this 
circumstance with the content of my improvisations but not the form. The contents or 
elements—‘licks’ in jazz parlance—seemed to have been removed and re-
contextualised from the traditional linear environment and placed in small 
compartments of these sound sections, with silences surrounding them to isolate and 
break up their linear connectivity even further. This process focused more attention on 
the content—my musical syntax or vocabulary—rather than hearing this syntax as 
part of an overall form that would be improvised spontaneously in normal 
circumstances. It became a realignment of function for this syntax: whereas in a 
traditional improvising environment this vocabulary would function as building 
blocks of the form of an improvised piece, without this linear function this vocabulary 
seemed to be taken out of its context and isolated.  
 
In Multiple Repeat, changing the context of the improvised material through the 
compositional process changed the function of the improvised material from existing 
as material that had a linear relationship, and therefore a sense of development, to a 
contained relationship and a sense of stasis. Consequently, the function of this 
material was not to create openings to other materials in a traditional ‘chain of events’ 
improvised form. These elements were stationary and because of this their internal 
relationships became more important than their linear development. In other words, 
the listener is drawn into the movement and internal relationships of this vocabulary 
as a feedback loop rather than a set of events that lead the listener to a forward 
moving sense of development. The piece does not develop in a linear manner anyway. 
It is an episodic macro structure that repeats sound sections that are in reality complex 
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terrains made up of layers of interrelated information that is changing incrementally 
as the piece progresses. These formal elements of the piece shifted the focus away 
from linear development and onto the internal relationships within the improvised 
materials and interrelated layers of information within these sound sections. 
 
These complex relationships were partly the result of the overdubbing technique of 
having more than one track of saxophone improvisation at one time but they were 
also the result of the relationships between many microelements in the musical syntax 
itself. These elements could include pitch, rhythm, pulse, tempo, articulation, gesture, 
cadence and dynamics. It was not these elements themselves rather it was the study of 
how these elements interacted with each other within these tightly framed 
improvisations that began to reveal something of the musical vocabulary itself.  
 
One of the major areas of discovery through the creation of Multiple Repeat was that 
the nature of my improvisational vocabulary was embedded within the movement 
between the elements of expression, and not in the actual sound or technique itself. 
Moreover, by changing the context of this vocabulary and placing it within a 
composed framework I was able to change the functions of the vocabulary. Because it 
was within a new environment with new functionality I was also able to understand 
the behavior of this vocabulary: by extracting this vocabulary and placing it into 
another pre-composed form, the function, the meaning and nature of the vocabulary is 
changed however familiar the sound of this vocabulary remains. It was a discovery of 
a concept yet to be proven that improvised vocabulary is a product of its context 
because it not only functions as a sound but also as critical elements of the form of its 
original context. These discoveries and hypotheses through practice have had 
important implications on the present research in recontextualising-improvised music 
in composed pieces. 
 
However, the complex relationships that contribute to the definition of an improvising 
vocabulary discovered through the above process are by their nature intangible and 
difficult to define using traditional music analysis. We are reminded of David Borgo’s 
approach (discussed in Chapter 1) in his Sync or Swam: 
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With this new age comes an increased need to understand the nature and 
behavior of complex systems in the physical, social, and humanistic sciences. 
As opposed to systems that may simply be complicated, complex systems are 
highly interconnected and through this array of influences and interactions 
they demonstrate possibilities for adaption and emergence. In other words, 
complex systems are those that exhibit neither too much nor too little order. 
Their dynamics are hard to predict but not entirely random. In short, they offer 
the possibility of surprise. Complex systems tend to adapt and even self-
organise in a decentralized, bottom-up fashion (2005, 4). 
 
The creative practice involved in making Multiple Repeat opened doors of 
investigation, including the nature of improvisation and its definition, and the 
possibilities of composing with improvised music. I was also left with questions to 
answer about how to describe the nature and behavior of what are complex systems of 
organization that are highly interconnected and demonstrate possibilities for adaption 
and emergence through re-contextualisation. The need to articulate these complexities 
and come up with a representative language became more urgent as a response to the 
questions raised above—an imperative that was explored in the next composition, 
Gravity, in collaboration with British saxophonist / improviser / composer John 
Butcher. 
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Chapter 4: Analysing Improvised Music: A 
Deleuzian Approach 
The following chapter begins the discussion of the composition Gravity that was 
composed by using the improvised music of saxophonist John Butcher. This project is 
one of two that form the nucleus of the creative practice for the present exegesis 
including the project with Anthony Braxton that is discussed in Chapter 6. This 
chapter gives a brief background about John Butcher and his work, and then 
documents the initial creative process involved in the making of the work Gravity, 
with particular focus on the analysis technique I established using the philosophical 
ideas of milieu, rhythm and territorialization. While the next chapter will discuss the 
process of composing the work, this chapter will explain the preparation of materials 
to be used in the composition. 
 
John Butcher 
John Butcher's work ranges through improvisation, his own compositions, 
multitracked saxophone pieces and explorations with feedback and extreme 
acoustics. 
 
Originally a physicist, he left academia in 1982, and has since collaborated 
with hundreds of musicians - including Derek Bailey, John Stevens, Gerry 
Hemingway, The EX, Polwechsel, Gino Robair, Rhodri Davies, John 
Edwards, Toshimaru Nakamura, Paul Lovens, Eddie Prevost, John Russell, 
Mark Sanders, John Tilbury, Christian Marclay, Phil Minton, and Steve 
Beresford. 
 
He is well known as a solo performer who attempts to engage with a sense of 
place. Thirteen Friendly Numbers, his first solo release (1992), also includes 
compositions for multitracked saxophones, whilst later releases focus both on 
live performance and amplification and saxophone-controlled feedback.   
Resonant Spaces is a collection of site-specific performances collected during 
a tour of unusual locations in Scotland and the Orkney Islands.  H e has 
toured and broadcast in Europe, Japan, North America and Australia, and was 
featured, playing solo, in the BBC TV programme Date with an Artist 
(Butcher 2012). 
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I first witnessed the solo music of John Butcher at an improvised music concert at the 
Red Rose pub in London while studying saxophone with Evan Parker in 1995 
courtesy of an Individual Development Grant from the Australia Council. The first 
impression of his playing that I remember was a unique approach to the expressive 
qualities in the use of multiphonics, drones, flutter tonguing and tongue slaps. 
Butcher’s approach to the saxophone was also very different from Parker’s style and 
this was an intriguing proposition at the time for a student of improvised saxophone. 
In Butcher’s playing there was a great emphasis on control of timbre and dynamics 
and textual gradation particularly from monophonic to multiphonic sounds. Further to 
this encounter I collected solo and group recordings of Butcher’s work and in 
particular studied his album 13 Friendly Numbers and later his Fixations release.  
In 2003 while on an Asia Link Arts Residency in Japan (involved in an entirely 
unrelated project) I went to see Butcher perform a solo concert in Osaka and decided 
to try and work with him in the future. This initial idea of a collaborative work with 
Butcher took some years to develop and eventually evolved into the composition 
Gravity that is discussed in the following chapter.   
 
Stage 1 of the methodology: 
 
COMPOSITION 
METHODOLOG
Y 
 
SODAR 
STAGE 
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ACTIVITY 
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PERSPECTIVE OF 
DELEUZE AND 
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PARTICULARLY IN 
TERMS OF MILIEU, 
RHYTHM AND 
TERRITORY?  
 
 
 
 
 
 80 
Conception. 
The initial impetus for the work came from a commission by Elision Ensemble 
(funded by the Australia Council) for a new chamber piece for the group. I was 
interested in generating a score that would have formal organization but would also 
retain the energy and spontaneity that was reflected in improvised music. I wanted to 
experiment and attempt to transfer the ‘energy’31 of improvised music into a notated 
score and have non-improvisers and a conductor recreate this kind of energy in 
performance. Further to this, I had been exploring ways in which scores could be 
generated using improvised music as inspiration not just in ‘energy’ but also in terms 
of literal materials. The earlier project of Multiple Repeat discussed in Chapter 3 and 
also a large ensemble piece l’evenements32 for my group bucketrider33 explored ideas 
of formal organization while inserting ideas generated from improvised material in 
the score and, particularly in the latter work, using conduction34 as a further method 
of having an ensemble play notated materials but still have the feeling and spontaneity 
of the music being improvised. The idea for the project came together therefore, from 
the conceptual development that had occurred from the previous compositional 
practice; through exploring the possibility of using improvisational vocabulary within 
a notated work; attempting to create an ensemble sound that had the energy of an 
improvising group through the process of notation and also through the use of 
conduction; establishing John Butcher’s ‘language’ as the focus of the piece; and as a 
way of developing these ideas further, placing Butcher into the ensemble during the 
performance of the piece to improvise in real time with the other musicians. 
 
From this point a lot of the decisions concerning orchestration, form and content for 
the other instruments were greatly influenced by the idea that Butcher would actually 
be performing with the group. The selection of the instruments was made from the 
perspective of creating an ensemble sound with a broad range of timbral possibilities 
while retaining the flexibility a chamber group affords the music making. The notated 
sections of the piece would need to be constructed in such a way as to provide a                                                         
31  Energy: meaning a certain gestural quality within the separate parts and also in terms of a dynamism created 
throughout the ensemble.  
32 l’evenements – released in 2005 on Dr Jim’s records, bucketrider. 
33 bucketrider formed in Melbourne in the early 90’s and became renowned for their punk–jazz live shows, 
released four albums and did celebrated tributes to Sun Ra and late period John Coltrane and supported Sonic 
Youth and Zeni Geva amongst others. 
34 “Conduction® (conducted interpretation/improvisation) is a vocabulary of ideographic signs and gestures 
activated to modify or construct a real-time musical arrangement or composition.  Each sign and gesture transmits 
generative information for interpretation, and provides instantaneous possibilities for altering or initiating 
harmony, melody, rhythm, articulation, phrasing or form” (Morris).  
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framework for fixed ideas and also to leave ‘space’ for Butcher to improvise and also 
for the ensemble players to improvise. I was interested in creating a work that would 
be inspired by the vocabulary of Butcher but would also ‘open up’ the possibility for 
this vocabulary to develop and expand between the musicians into possible new 
territories during the performances. I was seeking a balance between organization 
(strict notation) and the ‘spur’ of the moment playing that would be occurring 
simultaneously. 
 
Conduct interviews, source and transcribe recorded improvisations, analysis. 
(The background documentation for Gravity is located in Appendix I) 
 
To understand Butcher’s music in more depth I began listening to his CDs and 
transcribing parts of them and then asking him questions over email about his work. 
In addition to exchanging ideas generated from the previously released material 
Butcher generously sent notations of different techniques that articulated specific 
sounds. These notations were accompanied by mp3 files and fingering charts on how 
to play the particular sounds on the saxophone. I will go into more detail about the 
appropriation (reterritorialization) of these materials into the score in the next chapter.  
 
A key element of the creative process and in understanding Butcher’s improvisations 
was to develop a system of analysis using the philosophical concepts of Deleuze & 
Guattari. This analysis method differs in many respects from conventional methods of 
analyzing (improvised) music as this method uses an abstract, representational 
language to discuss the work rather than the system of graphic symbols usually used 
in musical notation or transcription. Therefore, the method is not a system that 
attempts to represent sounds in an exact way in terms of pitch and rhythm35. As 
discussed in the introduction, the development of analysis methods for improvised 
music has a somewhat difficult history and some might argue—including Derek 
Bailey—that attempts to understand free improvisation from the perspective of a 
transcription misses the point and that in much of the discourse about improvisation, 
particularly by improvisers themselves, the music is analysed most commonly from 
an intuitive perspective and in abstract terms.  
                                                         
35 This system has only been tested on solo free improvisations and at present is to be seen as a technique for this 
purpose. Further experimentation into group improvisation is for further research. 
 82 
Transcription, it seems to me, far from being an aid to understanding 
improvisation, deflects attention towards peripheral considerations. In fact there 
is very little technical description (in this book) of any kind, simply because 
almost all the musicians I spoke to chose to discuss improvisation mainly in 
‘abstract’ terms. In fact there was a commonly held suspicion that a close 
technical approach was, for this subject, uninformative. In general intuitive 
descriptions were preferred (Bailey 1992, xi). 
 
Instead of shying away from technical description, I see the use of the conceptual 
terminology of Deleuze & Guattari as a philosophical discussion that continues and 
enhances the intuitive response approach. R. Keith Sawyer, in his book Group 
Creativity (2003), also discusses the problems of literally transcribing improvised 
music but more from an ethnomusicology perspective—a point of view that is far 
from irrelevant to improvised music in the west. 
 
There has always been a small minority of musicologists who study music in 
cultures that have no notational system, and these musicologists always had 
difficulty applying analytic methods originally developed to study notated 
European music. The paper-orientated focus of musicology largely forced these 
ethnomusicologists to transcribe the performances into (European) musical 
notation before they could examine them. Thus many studies of improvisational 
music have retained a compositional approach, often using techniques 
developed for the analysis of notated scores. This has the unintended effect of 
removing many of the uniquely performative elements of world music traditions 
– emergence and improvisation, the contingency from moment to moment, the 
interactional synchrony among performers… (2003, 16). 
 
I argue that there are uniquely performative aspects to all improvised music including 
western practitioners as discussed by Bryars and others, especially in terms of ‘the 
contingency from moment to moment’. The Deleuze & Guattari approach discussed 
later is especially sensitive to this area of mapping aspects of music such as 
contingency, reaction and emergence.  
 
This method of analysis assists in understanding activities that are happening on a 
multitude of levels in the music: areas where musical ideas come into being and are 
developed; when new ideas are introduced; and micro and macro structural schemes 
can be articulated. The analysis method maps a complex machine of assemblages that 
articulate mechanical workings and expression—as David Borgo observes in his book 
Sync or Swam, ‘As opposed to systems that may simply be complicated, complex 
systems are highly interconnected and through this array of influences and 
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interactions they demonstrate possibilities for adaption and emergence’ (2005, 4). It 
has become apparent through the research that improvised music is indeed a complex 
system of interconnected phenomena, and in particular it is through the specific 
interactions of these various elements that it demonstrates possibilities for musical 
growth, adaption and emergence. The language of Deleuze & Guattari affords a 
creative solution to mapping this complexity and perhaps nurturing a deeper 
understanding of the nature of improvisation and in this way is a significant 
contribution to the literature on the nature of improvisation.  
 
There are three primary categories involved in this system of analysis: milieu, rhythm 
and territory or territorialization. The terms are explained separately but are also 
discussed together as it is in comparison to each other that a more useful 
understanding of the analysis emerges. Throughout the following discourse I refer to 
Buccinator’s Outing (Table 6), a Butcher improvised saxophone solo that has already 
been analysed using this method and will serve as an illustration for the concepts.  
 
The following descriptions are a development of ideas presented in the introduction, 
in particular the terminology appropriated to the specific creative process undertaken. 
The first category discussed is that of the milieu. A milieu in the context of this 
analysis technique is a singular sonic element that is at the nucleus of an 
improvisational idea. An improviser develops a catalogue of different milieus on his 
or her instrument and these form the building blocks or palette for their 
improvisations. A milieu is a self-contained sound that is usually ascribed but not 
always defined by a particular technique. There are numerous milieus that exist on 
every instrument consisting of sounds produced by traditional techniques and so-
called extended techniques36.  
 
To give an example of a milieu (as a building block for improvisation and 
composition), on the saxophone we refer to a chromatically pitched note sounded 
within the conventional range of the instrument. A multiphonic37 produced on the 
saxophone could be viewed as another separate and discreet milieu. In terms of a                                                         
36 “Extended techniques are performance techniques used in music to describe unconventional, unorthodox, or 
non-traditional techniques of singing, or of playing musical instruments to obtain unusual sounds or instrumental 
timbres.” http://en.wikipedia.org/wiki/Extended_techniques 
37 By way of using unconventional fingerings and varying lip pressure, the player can produce more than one 
sound simultaneously – a so called extended technique, a multiphonic is extending the monophonic capabilities of 
the instrument. 
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chromatically pitched note the change of pitch in this instance does not affect the 
milieu. No matter what pitch or pitches were played the milieu would still remain as 
labeled either chromatically pitched note. The change in pitch is viewed as a 
territorial motif within the milieu (discussed later) but not as a different milieu. This is 
where the concept of milieu converges with the typomorphology of Schaeffer:  
Sound object and musical note: insofar as it is a unit of sound… which can be made 
up of several micro-events bound together by a form, the sound object in a classical 
music cannot precisely match each note on the score: a harp arpeggio on the score is a 
series of notes; but, to the listener, it is a single sound object (Chion 1983, 33). 
 
Milieus are sounds that are self-contained and form their own sound-worlds and they 
are also separate in construct and timbre and uniqueness from each other. It is more a 
‘sound type’ and when different effects are used like vibrato or dynamic change this 
is seen as a variation upon this fundamental ‘sound type’ but not a change in the 
‘sound type’ itself. For example a ‘key click’ and a ‘slap tongue’ are also milieus on 
the saxophone (they are also thought of as extended techniques) as they are singular 
sonic elements that are self contained and do not sound like one another on the 
saxophone. In some circumstances these milieus can be defined by thinking about 
them as separate techniques e.g. the technique of producing a slap tongue sound is 
completely different from the technique in producing a key click sound. 
 
A milieu is always ‘coded’, defined by its singularity as a sonic element. The milieu 
in this improvising context has a code, it can be repeated and executed predictably by 
the improviser on the instrument—this predictability as a milieu is essential for it to 
being a building block of improvised music. A milieu is an intentional sound type that 
the improviser plays to establish structural signposts for the improvisation. The 
predictability of execution of a milieu using a specific technique to produce the sound 
(its intentionality) is the important concept to grasp when considering milieus. For 
example we can measure the stability and the statistical data of the technical 
requirements of the player to create the milieu, we can also measure the waveform, 
amplitude and other characteristics and in this way we form a code, a periodic 
repetition. The presentation of the milieu is intentional, what is already known by the 
improviser, a sound that can be executed at will.  
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The milieu is something the improviser knows will ‘work’ in a given situation and an 
experienced improviser will develop a catalogue of many milieus that he or she can 
execute at any moment, dynamic, or articulation depending on the aesthetic 
requirements of the performance. 
 
In the analysis of Buccinator’s Outing (Table 6), there are three distinct milieus used 
that are represented by numbers. Milieus are listed in the second column with ‘0’ 
representing breath without pitch, ‘1’ representing a pitched note and ‘2’ representing 
a multiphonic sound. Apart from the first 3 seconds of the piece the pitched note 
milieu and multiphonic milieu are used throughout.  As we have discussed earlier, 
milieus are defined by a singular sonic element and they form important structural 
devices within the form of the overall improvisation particularly in solo performance 
and in particular Buccinator’s Outing. Often an improviser will work with one 
particular milieu for a period of time and then move to another milieu that can divide 
the improvisation into clear sections. In Table 6 the performance is divided into two 
main sections as defined by the use of milieus, the first section involves the use of 
milieu 1 (pitched note) 00:06 - 05:04 and the second section involves milieu 2 that of 
the multiphonic 05:04 – 7:22.  
 
The second concept in the analysis terminology is rhythm. Rhythm for Deleuze & 
Guattari is a different concept from the traditional way of understanding rhythm in 
conventional music theory. Rhythm is a term to describe variation and development 
within a milieu and has broad and complex relationships with a milieu in forming a 
territory through territorialization rather than its conventional relationship with 
duration in purely musical terms38. A milieu is manipulated in different ways by the 
existence of ‘rhythm’ and becomes expressive and in doing so creates development 
within the improvisation. Different milieus have different degrees of expressive 
potential through rhythm depending on the instrument and the performer. For 
example, pitched, chromatic notes on western musical instruments produced in a 
conventional way are usually the most expressive milieus on that particular 
instrument because they are the sounds that the instrument is specifically designed to 
produce so therefore they have the most expressive flexibility. For example, a                                                         
38 Although, in Deleuze & Guattari they do compare rhythm to the ‘metered’ code of the milieu (discussed below) 
– but this is in reference to difference rather than literally comparing a form of theoretical musical notation. 
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conventional note within the normal range of the saxophone can be subjected to a 
wide amount of variation by a great number of different variation techniques 
(rhythms) including dynamics, articulation, timbre, vibrato, tempo, pitch etc and 
therefore makes this milieu very flexible. On the other hand, a slap tongue or key 
click milieu, being quite short in duration and percussive have a more limited amount 
of variation in terms of dynamic, articulation, timbre and tempo.  
Rhythms are separate from milieus—they are used to manipulate a milieu to produce 
expressive qualities in the milieu—they change milieus from being solely functional 
(signposts or structure) to being qualitative (the basis of development). 
 
Deleuze & Guattari describe a rhythm as something that creates critical moments by 
the way it behaves and how it transforms a milieu or enables one milieu to pass into 
another. For instance, the code of a milieu has a meter (periodic repetition) a 
predictable, stable, defined phenomena and according to Deleuze & Guattari “meter is 
dogmatic, but rhythmic is critical; it ties together critical moments, or ties itself 
together in passing from one milieu to another” (Deleuze and Guattari 2004a, 346). 
Rhythm, in Deleuze & Guattari terms, exists simultaneously with, and comes out of, 
the milieu; is activated by and from the milieu, but is a differentiation from the 
repetition and predictability of the milieu. If the milieu is coded then rhythm is the 
breaking of this code that enables one milieu to pass into another milieu. If a milieu is 
the intentional sound type that can be presented by the improviser at will, rhythm is 
the variation of this sound type also appropriated by the improviser. The rhythm is 
also intentional and known by the improviser no doubt, however, the resultant 
relationship between milieu and rhythm is unpredictable or rather more separated 
from the initial intentionality and in this way becomes expressive and forms sites 
territorialization. 
 
To further understand milieus from the perspective of rhythm, a milieu originates 
from chaos39 and is a block of space-time that is defined by periodic repetition. This 
point is illustrated by milieu 2 (Table 6) in the second section where the multiphonics 
come out of pauses or silences that can be seen as analogues to chaos in the sense that 
the multiphonics (milieu 2) emerge from a state of infinite possibilities (silence).                                                         
39 In Deleuzian terms, “chaos is not the dark night in which all cows are black, an undifferentiated and unthinkable 
blur that is opposed to order, but a genetic medium from which order spontaneously emerges. Chaos has 
directional vectors from which a point of order may issue” (Bogue 2003, 17). 
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Moreover, chaos helps to define a milieu as a stand-alone sonic element that is self-
contained. A milieu occurs in Deleuzian terms as something spontaneously emerging 
from a genetic medium (chaos). “Chaos has directional vectors from which a point of 
order may issue. Although we may usefully conceive of this locus of order as a 
geometrical point, it is not inert but mobile. Nor is it self-contained, but determined 
by its relations with other loci of order, and hence fluctuating and provisional. In all 
these senses, then, it delineates a directional space” (Bogue 2003, 17). In other words, 
the milieu (sound-type) within the analysis of the improvisation is a provisional ‘loci 
of order’, a point of order where for example the directional vectors of the instrument 
milieu and the embodied knowledge of the player milieu have come together. But 
being provisional, the milieu in this situation is always emerging or becoming and 
never fixed. 
 
Rhythm, unlike milieu, does not have the same relationship with chaos—it comes 
from the milieu. It is reliant on the milieu—a rhythm needs the periodic repetition of 
the milieu to be established first before it can interrupt this metered pulse, causing 
critical variations (it is a milieu that defines what a rhythm is whereas chaos defines 
what a milieu is). There needs to be an established order before the variations are 
noticeable. For example, a single note being a milieu is made expressive with the 
addition of vibrato. The vibrato as rhythm cannot stand alone as a single sonic 
element and needs the note to exist first before it to can come into existence and be 
understood as a discreet phenomena. However, rhythm does come from chaos (as 
does everything) but has a different relationship to it from milieu and this is especially 
relevant in terms of rhythm acting as a bridging vector between milieus, especially 
when there are silences involved for example in music. But it is not defined or 
surrounded by chaos as a milieu; in fact Deleuze & Guattari describe the relationship 
between rhythm and chaos in this instance as “chaos being the milieu of all milieus” 
(Deleuze & Guattari 2004a, 345). So in effect, rhythm is still only seen in relation to a 
milieu, only an extremely large one in chaos being the milieu of all milieus. A rhythm 
and milieu are really of each other, the vibrato of a note may not stand alone as a 
sonic element, but the vibrato is indelibly linked to the note milieu in a symbiotic 
relationship. The vibrato is produced by the note as much as the vibrato is a stand-
alone affect attached to the note to produce an undulating pitch variation. 
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The next areas of discussion within the analysis process are territory and the 
interrelationship of milieu and rhythm that produce another layer of activity called 
territorialization. Territories are charted in the 5th column of Table 1 of the analysis 
and there are five distinct territories over the duration of the work. “In this sense, the 
territory, and the functions performed within it, are products of territorialization. 
Territorialization is an act of rhythm that has become expressive, or of milieu 
components that have become qualitative” (Deleuze and Guattari 2004a, 348). When 
rhythm becomes expressive, territorialization occurs, meaning that the rhythm 
territorializes, creates another layer of definition alongside the milieu in itself and the 
activity of rhythm in itself. The single pitched note has an identity, vibrato also has an 
identity and when the two come together and interact we have a third identity, that 
being a territory. When rhythm has become expressive, in that it has created critical 
variations in the periodic components of the milieu, then in Deleuze & Guattari terms 
this loci of information as being territorialized, encapsulated, defined, yet only 
another contingent layer of an ever-evolving process. Territories are defined not by a 
singular and static idea as to some extent that of the milieu but through the interaction 
of phenomena caused by the relationship between rhythm and milieu. Through the 
development of this analysis process, concepts of territories and territorialization 
mapping relationships, activities and tendencies within the music provides a more 
organic and fluid response to understanding the complex system of emergence, 
contingency and interaction that is improvised music. 
 
When the territorialization of milieu and rhythm components occurs “a possession is 
declared, and a dimensional space is established”.  The territory, with these 
dimensions or boundaries, becomes a notion of what Deleuze & Guattari term 
‘property’ and “property is fundamentally artistic because art is fundamentally poster, 
placard” (Deleuze and Guattari 2004a, 348). Territorialization is an act, an action that 
creates a metaphorical ‘poster’ through which it advertises (creates) the boundaries of 
the territory in which it is placed. However a territory is more expressive than 
functional. It does serve a purpose in creating a definitive boundary or a beginning 
and ending if we are looking at time-based art, as in music, however, a territory is 
formed when a milieu has gone beyond just function, from dictating a repetitive pulse 
to becoming qualitative through a rhythm which has become interruptive, irregular 
and expressive, in other words, when the milieu has become qualitative, beyond just 
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serving a basic role of functionality. This is the poster, the placard, the announcement 
that a possession has taken place that at this point a property has been personalized 
and subjectified and in this moment we have in Deleuze and Guattari terms the idea of 
territorialization or something that is ‘fundamentally artistic’. 
 
If we can shift our focus outward again, territories and territorialization are factors 
within the refrain and this interaction forms the nucleus of the machinic assemblage. 
When these factors become expressive they are then interconnected with the 
statement making, ‘placard producing’ affects of the annunciating assemblage. The 
two aspects are the synthesizing components of music. The refrain, the block of 
content, territories, milieus and rhythms on one hand and the block of expression, the 
poster, placard affecting aspects of music on the other. A territory can also be looked 
at in a broader Deleuzian idea of when “a plateau is reached when circumstances 
combine to bring an activity to a pitch of intensity” (Massumi 1993, 7). When various 
elements of the machine of the refrain come into combinations providing a certain 
sustained intensity in the improvisation.  
 
The improviser is acting in the moment to make decisions about what milieu (sound) 
to play and how he or she is going to alter and develop this milieu through the use of 
rhythm (variations), and as this relationship becomes more about the expressive 
qualities of the rhythm and milieu, and less about the formal function of these 
elements, they become territorialized. The improviser, through these acts of aesthetic 
decision making in real-time, possesses and owns this moment which is 
territorialized, creating a poster, a placard, a piece of ‘art’. The improviser possesses 
the moment or territorializes it through the act of being expressive with the 
components that he or she is playing at the time.  “The expressive is primary in 
relation to the possessive; expressive qualities, or matters of expression, are 
necessarily appropriative” (Deleuze and Guattari 2004a, 348-9).  
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The choice of rhythm or the quality the improviser imbues with the rhythm 
(variation), through tempo and dynamic as applied to the milieu, is appropriated in the 
moment by the improviser to serve the immediate aesthetic needs of the music. This 
appropriation is the possession and the territorialization of milieu and rhythm 
components that have become qualitative and expressive. Moreover, these decisions 
are actions the improviser ‘owns’ and the manner in which he makes these decisions 
defines his or her style. The milieus (sounds) of the improviser also denote 
uniqueness and to some extent their style and individuality, however, the rhythm that 
the improviser uses is where the music becomes most expressive and individual. For 
example, it could be argued most players can produce the same conventional and 
extended techniques on the same instruments with some application and listening. In 
fact, as new milieus are created they are quickly taken up by other players and copied 
as a part of what Steve Lacey speaks of as a ‘brotherhood of language’ (in Bailey 
1992, 106) within the global improvising world. However, the manner in which one 
player varies these sounds through various techniques and manipulation becomes the 
area of the music that is highly idiosyncratic and stylized and unique.  
 
It could be argued that the milieus on any instrument are individual, that even two 
improvisers playing a conventional note on an instrument can be identified, which to 
some extent is true, particularly within the history of jazz for instance, pertaining to 
the idea of every player having a distinctive ‘sound’. However, the differences and 
individuality between players becomes more and more apparent exponentially in my 
opinion by how the improviser applies rhythm (variations) to these milieus. One could 
ague that the difference between each playing that one sound is the timbre or tone of 
the sound and this also can be attributed to rhythm. It is the nature of the ‘variation’ of 
the sounds that suggests this idea of ownership by an individual, not necessarily the 
milieu (sound) in itself. The act of improvisation is analogous to territorialization 
therefore. Improvisation occurs through manipulation or the variation of sound within 
improvised music. It is the variation that is being improvised, while the milieu 
remains relatively stable. The expressive qualities that we hear in the music arise from 
the different variations (rhythm becoming expressive) that the performer is applying 
to an established milieu within the machinic assemblage of music. 
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Analysis 
To give an example of the analysis procedure in practice I have included one of the 
improvisations analysed for the composition. Buccinator’s Outing for tenor 
saxophone was recorded in 1992 and is track 1 from John Butcher’s first solo album 
entitled: 13 Friendly Numbers. (Buccinators Outing can be heard in Appendix IV 
DVD, Track 7) 
 
Table 6 on the following page is a legend that explains the symbols and abbreviations 
utilized in the analysis table. Milieus are indicated by numbers while rhythm is 
indicated by the abbreviation of the particular variation being used. ‘<+’ and ‘>+‘ 
signs are also used to indicate the amount of development or intensity being used 
within the rhythm. For each improvisation numbers are attributed to different milieus 
arbitrarily. For instance ‘0’ may not always mean breath in every improvisation 
analysed and therefore does not have a generic definition. In view of this the current 
analysis technique changes slightly to accommodate the different milieus of each 
improvisation along with different rhythms implemented by the improviser. To 
further understand the form of the improvisation a timeline is plotted against the left 
margin on every line so the listener can get a clear picture of when events are 
happening.  
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Milieu (primary sound) 
0      Breath sound 
1      Single pitched tone     
2  Multiphonic 
Rhythm (variations) 
CP      Change in pitch 
TR (p)     Trill to change pitch 
TR (c)     Trill to change colour of note 
PTR     P    Where a high partial is sounded along with mid range 
multiphonic tones and lower fundamentals as a result of the 
trilling. 
O      Over blowing that produces high harmonics and also 
multiphonics based on the overtone series 
TO      Tonguing 
TO/fl      Flutter tongue 
TO/fli      Flick tongue – when the tongue flicked against the reed. 
TO/sl(c)     Closed slap tongue 
TO/sl(o)     Open slap tongue 
V      Voice and notes. 
Mv-      Multiphonics can also be produced as a variation of the 
primary sound, especially in the case of a single note being a 
drone within a territory. 
Vi       Vibrato 
R     Rhythmic variations 
M     Melodic Variations 
Tee       Teeth on read high notes. 
Kc     Key Clicks 
‘<+’        Increase in complexity and intensity of the variation 
‘>+‘        Decrease in complexity and intensity of the variation 
From >+ "minimum" to <+++++ "maximum". 
pp p mp mf f ff etc     Dynamic. 
<  >      Crescendo / Diminuendo 
Territory        Territory 
Table 6: Analysis Legend for Buccinator’s Outing 
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BUCCINATORS OUTING 
Time Milie
u 
Rhythm Territor
y 
(Territorial 
Motifs) 
Pedal Points 
Variation Dynamic / 
Intensity 
00:03 0 TO/fl (pp<) <+ 
1 
 
00:06 1  TO/fl (p<++) <++++ (E3) 
00:20 1  TO/fl  (f<)  (Ab3) 
00:22 1 TO/fl (f) (C4) 
00:23 1 TO/fl (mf) (Db4) 
00:25 1  TO/fl - TR (c)- Kc (mf>)  1 - 2 (Db++4) 
00:27 1  TR (c)- Kc (mp>) >  
00:29    Pause -  territorial counterpoint      
00:32 1  TO/fl - TR (c)- Kc (mp< f >) 
<++++>> 1 - 2 (C4) 
00:47 1 TR (c) - O (mp) +> 
00:51 Pause -  territorial counterpoint 
00:53 1 PTR - TR (c) - O - 
TO/fli - TO/fl - Kc 
(<f>) <+++ 
2 
(C4) 
01:15 1 PTR - TR (c) -O-Kc (<f>) <+++ (Db4) 
01:17 1 PTR - TR (c) -O-Kc (<f>) <+++ (C4) 
01:25 1 TR (c)  (<f>) <+++ (Ab3) 
01:28 1 TR (c) - O  (<f>) <+++ 
01:36 1 PTR -TR (c) – O- 
TO/fl  
(<f>) <++ (C4) 
01:38 1 PTR -TR (c) - O (mf>) <++ (Db4) 
01:40 1 TR (c) - O (mf>) <++ 
(Ab3) 01:42 1 TR (c)  (<mp>) ++> 
01:51 1 TR (c) - Mv (mp<) <++ 
01:54 Pause -  territorial counterpoint 
01:56 1 - 2 TR (c) – Mv – TO/fl 
- O 
(mp<) <+> 2 
Territorial 
motifs 
Various 
02:06 1 - 2 CP/TO (mf<>) <++>  
3 
02:20 1  CP/TO/fl (mf<>) <++> 
02:24 1 - 2 CP/TO/fl - TO/sl(o) (mf<>) <++> 
02:26 1 - 2 CP/TO (mf<>) 
02:31 1  TO/fl – M – R - Mv 
-TO/sl(o) 
(mf<>) 
02:55 1  TO/fl - TR (c) – Kc 
-  
(mf<>) <+ 
4 
(Eb5) 
03:02 1  TO/fl - TR (c) - Kc (mf<>) <++ (E5) 
03:04 1  TO/fl - TR (c) - Kc (mf<>) <+++ (Eb5) 
03:06 1  TO/fl - TR (c) - Kc (mf<>) <++++ (E5) 
03:08 Pause -  territorial counterpoint 
03:09 1  CP/TO/fl – M- 
TO/sl(o) 
(mf<>) <+> 
5 Territorial 
motif 
Various 
03:14 1  CP/TO/fl – M- 
TO/sl(o) 
(mf<>) <+> 
03:27 2 CP/TO/fl – M- 
TO/sl(o) 
(mf<>) <+> 
03:32 1 CP/TO/fl – M – R -  (mf<>) <+> 
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Table 7: Buccinator’s Outing 07: 37 
 
As described above, the improvisation is divided into two sections by the use of two 
milieus. Milieu 1, single pitched tone, is used for the first part of the piece from 00.06 
to 05:04 from this point the second milieu (multiphonic) is utilized. The two milieus 
also move between each other in the first part of the piece at 01:56 to 02:26 and also 
co-exist for a short period of time between 03:34 and 04:04. The activities of the 
milieu and rhythm are also bracketed in terms of territories to denote when the 
improviser changes the use of rhythm or variations to the same milieu. The emphasis 
TO/sl(c) 
03:34 1 & 2 CP/TO/fl – M – R -  
TO/sl(c) – TO/sl(o) 
(mf<>) <++> 
04:04 1  O - CB (mf<>) <++ 2 (Ab3) 
04:10 1  O - CB (mf<>) <+++ (E3) 
04:12 Pause -  territorial counterpoint 
04:14 1  O - TO/fl - CB (mf<>) <++ 2 (E3) 
04:52 1  O - TO/fl - (mf<>) <++ (Ab3) 
04:57 1  TO/fl - (mf<>) <++ 5 Various 
05:04 2  TR (mf>mp) >++++ 2  
Time Milie
u 
Rhythm Territor
y 
(Territorial 
Motifs) 
Pedal Points Variation Dynamic / Intensity 
05:17 2  TR (p) (mp) >++<+++++> 6 Various 
05:28 Pause -  territorial counterpoint 
05:29 2  TR (p) (mp) >++<+++++> 6 Various 
05:33 Pause -  territorial counterpoint 
05:34 2  TR (p) (mp) >++<+++++> 6 Various 
05:49 Pause -  territorial counterpoint 
05:50 2 TR (p) (mp) >++<+++++> 6 Various 
06:00 Pause -  territorial counterpoint 
06:01 2 TR (p) (mp) >++<+++++> 6 Various 
06:05 Pause -  territorial counterpoint 
06:06 2  TR (p) (mp) <++++ 6 Various 
06:20 Pause -  territorial counterpoint 
06:21 2  TR (p) (mf) <++++ 6 Various 
06:29 Pause -  territorial counterpoint 
06:30 2  TR (p) (mf<>) <++++ 6 Various 
06:44 Pause -  territorial counterpoint 
06:45 2  TR (p)- Kc (mf<>) <++++ 6 Various 
06:53 Pause -  territorial counterpoint 
06:54 2  TR (p)-Kc (f<) <++++ 6 Various 
07:06 Pause -  territorial counterpoint 
07:07 2  TR (p)-Kc (f<>) <++++ 6 Various 
07:21 Pause -  territorial counterpoint 
07:22 2  TR (p)-Kc (mp>) <++++ 6 Various 
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is on the activity of rhythm—the element that ‘interrupts’ the code of the milieu and 
therefore produces expression and ‘ownership’ as discussed above. These two 
columns to the right of milieu also articulate the intensity of the variation and how 
this activity describes the development of different ideas within the music. This is an 
important distinction in terms of analyzing solo-improvised music. It is the attempt to 
articulate this activity that enables the researcher to understand more fruitfully what is 
actually going on in improvisation from the perspective of understanding how ideas 
(milieu?) emerge and then develop through the use of variations (rhythm). The 
analysis also seeks to illustrate in that ‘freely’ improvised music is in all respects very 
structured and ‘self organizing’40.   
 
The 5th column describes where sections in the work have been territorialized and this 
has been determined by the milieu and rhythm forming a consistent pattern. “This is a 
question of consistency: the “holding together” of heterogeneous elements. At first, 
they constitute no more than a fuzzy set, a discrete set that later takes on consistency” 
(Deleuze and Guattari 2004a, 357). Consistency or plateau of intensity in this case is 
necessarily achieved by a certain repetition. The milieu is a repetitive code, the 
rhythm is something that is critical, that breaks this code to become expressive, 
however, there also develops a consistency to the breaking of this code by rhythm in 
its relationship with milieu that defines the territory—this consistency is what we hear 
as the poster or placard, expression of the improviser. The ‘expression’ (annunciating 
assemblage) is the result of the ‘instrument’, ‘player experience’ and ‘sound’ milieus 
combined with rhythm (machinic assemblage), and this combination is an 
idiosyncratic consistency particular to that player that occurs as a process of 
territorialization. In improviser’s parlance, the creation of ‘ones own language’ is not 
just a collection of unusual sounds that the player may be able to produce on the 
instrument but is a reflection of the player’s ability to combine many divergent 
elements in the moment. 
 
“Expressive qualities entertain variable or constant relations with one another (that is 
what matters of expression do); they no longer constitute placards that mark a                                                         
40 These organizing principals are only perceived in their entirety after the fact. The majority of improvisers would 
not be thinking in terms of predetermined structures while they perform. In many respects the practice of ‘freeing 
your mind’ while the improviser plays has resulted in the distrust of analytical processes after the fact as it is quite 
difficult to improvise if the performer decides to improvise with these structures in their head in real-time. I have 
tried this before and it is quite confusing! 
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territory, but motifs and counterpoints that express the relation of the territory to 
interior impulses or exterior circumstances, whether or not they are given. No longer 
signatures, but a style” (Deleuze and Guattari 2004a, 351). There is a further column 
on the right that needs to be explained and introduces a sub layer of activity. The 
territorial motif is a movement that is located within the territory reactive to other 
motifs located within the territory. In the chart you will see that Butcher uses various 
‘pedal points’ or tones within each territory particularly in the first half of the piece. 
As opposed to a milieu, a territory then is not a static entity and it is not only a 
placard or fixed domain. A territory is a complex system made up of intersecting 
materials, the movements of which form the identity of the territory. One substructure 
of these intersecting materials can be described as territorial motifs. For instance, the 
interaction between the different pedal-notes to create tension, motion and 
development musically are seen as territorial motifs. The pedal points exist within a 
territory as part of the single tone milieu, they are different variations of the milieu 
but they are moving independently from the different rhythms or variations in the 
territory in terms of flutter tongue or trilling etc.  
 
Another sub-layer of activity involves territorial counterpoints41 and refers to the 
elements within the territory that interact with outside milieus. As has been discussed 
in the Introduction, in the case of improvised music one of the most significant and 
relevant territorial counterpoints is the role of the audience and surroundings during 
the performance of solo improvised music. In the diagram above the author has 
placed the territorial counterpoints within the silences in the music. The territory and 
all its elements that are heard before and after each pause are heard in comparison to 
the pause and therefore are not only working with elements from within (territorial 
motifs)—or elements that can be heard—but are also territorial counterpoints in terms 
of silence, or spaces from without the territory. The territorial counterpoint indeed 
moves to a greater position of importance in the second half of the improvisation, 
where it occupies a central position to the repeated cadences (pauses) of the 
improvisation itself, in comparison to the importance of the territorial motif that was 
more prominent in the early part of the piece in terms of the pedal points. However, 
territorial counterpoint is not necessarily limited to the idea of the music relating to                                                         
41 Territorial counterpoint has become a significant influence in Butcher’s practice as a solo improviser as a player 
‘who attempts to engage with a sense of place’, particularly in the site-specific recordings he has made in Resonant 
Spaces ‘collected during a tour of unusual locations in Scotland and the Orkney Islands’ (Butcher 2012). 
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‘outside’ contexts but also between territories and milieus ‘inside’ the music. 
Territorial counterpoint also occurs in the first part of the piece when one milieu is 
intersecting with another milieu especially between 01:56-02:55 and 03:09-04:04. 
 
At the end of this chapter I would like to return to the refrain. ‘The refrain is rhythm 
and melody that have been territorialized because they have become expressive—and 
have become expressive because they are territorializing’. The nature of the refrain to 
some extent is that it constantly returns again and again to a (the) discourse. The 
refrain stands as an overview of the activity above and the machinic assemblage, 
through, around and under territory, milieu and rhythm. “We call a refrain any 
aggregate of matters of expression that draws a territory and develops into territorial 
motifs and landscapes” (Deleuze and Guattari 2004a, 356). The refrain is the all-
encompassing concept enveloping the many activities represented in the practice of 
improvisation. “…The refrain is a prism, a crystal of space-time. It acts upon that 
which surrounds it, sound or light, extracting from it various vibrations, or 
decompositions, projections, or transformations” (Deleuze and Guattari 2004a, 384) 
and it is through this process that passages are creating in the music that affect 
contingencies, emergence and contribute to a world that in the words of Ronald 
Bogue could be described as ‘a molecular domain of transverse becomings’ (2003, 
16). I discuss refrain and in particular reterritorialization further in the next chapter as 
I describe the process of composition involved in making the score of Gravity. 
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Chapter 5: Reterritorializing the Refrain  
The adventure of the refrain continues in this chapter where I discuss the creative 
process involved in composing Gravity for chamber ensemble and improvising 
saxophonist. I first present a further discussion of the refrain, mounting an argument 
that refrain is analogous with the term ‘gesture’ in musical composition. As is pointed 
out, gesture/refrain became central to the composition, and was used in several 
structural ways in the piece: as an independent musical unit used as the basis in 
forming the music for an individual instrumental indirectly influenced by Butcher’s 
playing; as musical units that were directly influenced by Butcher’s playing; and as 
important sign posts (structural refrains) that were used for formal organization 
throughout the work. I then present an overview of the structure of the piece and a 
dialogue about processes undertaken in the creation of the notation. Each movement 
will be given a brief outline with the general characteristics explored to give the 
reader an overall sense of the form and intention of the piece. 
 
Moreover, I expand upon earlier discussions into territorialization and move this idea 
to the main problem of the research concerning the Butcher project. In this chapter I 
consider the process of reterritorializing the refrain in terms of taking the improvised 
materials from Butcher’s solos and transferring them in various states of alteration 
into the written scores. It is important to re-state that this process of composition 
involved changing the content of Butcher’s improvised material whilst using it for 
composition. As mentioned earlier we further discuss the idea of deterritorialization in 
the Braxton project in the next chapter where the compositional process was more 
faithful in the transference of improvised materials. In addition, as a part of the 
creative process this chapter also discusses the development of the work through 
rehearsals and first performances and then the subsequent transcription of Butcher’s 
playing and conversion into new parts. The methodology, therefore covers the 
following areas: composition of Gravity; rehearsal and performance of work with 
John Butcher; revision of work in response to Butcher’s playing and general 
development of the piece from my perspective; and transcription of Butcher’s 
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improvisations and the writing of these transcriptions into the score to complete the 
piece. 
 
Stage 2 of the methodology 
 COMPOSITION 
METHODOLOGY 
 
SODAR 
STAGE 
PRACTICE  LED  
ACTIVITY 
INDICITIVE REFLECTION 
2 COMPOSITION DESIGN AND 
PRODUCTION 
COMPOSE WORK USING 
IMPROVISED MUSIC 
 
WHAT ARE THE PRIMARY 
ORGANISING PRINCIPALS OF THE 
COMPOSITION.  
 
HOW IS THE IDEA OF REFRAIN 
BEING RETERRITORIALIZED?  
 
 
 
In the following discussion, I argue that musical gesture in the context of this practice 
led research is analogous to the concept of the refrain. I begin by discussing musical 
gesture, as in many respects it has become increasingly important in the composition 
of contemporary classical music over the latter half of the 20th Century and because of 
this would be an appropriate gateway to the application and understanding of refrain 
in this context. Firstly, the gesture: the renowned new complexity composer and 
pedagogue Brian Ferneyhough (1943-) has written extensively on the use of gesture 
in contemporary classical music and it is interesting to note his thoughts on this 
terminology in view of the current philosophical context and its relationship to the 
refrain: “A gesture whose component defining features—timbre, pitch contour, 
dynamic level, and so on—display a tendency towards escaping from that specific 
context in order to become independently signifying radicals, free to recombine, to 
"solidify" into further gestural forms…” (Ferneyhough 1993b, 37) The description of 
a gesture itself made of ‘component defining features’ and also having ‘tendencies to 
escape the specific context in order to become independent’ is instructive. The refrain 
is made up of component-defining features as discussed in the previous chapter in 
milieu, rhythm and territory that can also be appropriated to singular sonic elements 
and different types of variations. These factors can also be seen as ‘independently 
signifying radicals’ – our previous discussion on rhythm that has become expressive 
and territorialized connects well with this statement. The idea of gestures recombining 
into further gestural forms is also reminiscent of the movement of reterritorialization 
where the content of the refrain becomes transformed. 
 100 
 
Ferneyhough goes on to explain in a different article:  
 
The gesture is ‘frozen force’ to the extent that it stands for expressive sentiment, 
for an absent exchange of expressive energies. The gestural vocable is, in many 
ways, comparable to the individual word, in that it may be usefully recognized 
in radically diverse contexts and manifested through a vast variety of individual 
nuance” (Ferneyhough 1993a, 13).  
 
We are reminded, particularly with the analogy of ‘frozen force’ and ‘exchange of 
expressive energies’, of the quotation from Deleuze and Guattari: “Glass harmonica: 
the refrain is a prism, a crystal of space-time. It acts upon that which surrounds it, 
sound or light, extracting from it various vibrations, or decompositions, projections, 
or transformations.” (Deleuze and Guattari 2004a, 384) In addition, gesture is 
‘usefully recognized in radically diverse contexts and manifested through a vast 
variety of individual nuance’ suggests that for Ferneyhough musical gesture as a unit 
of sound can be effectively transplanted from one context to another or in Deleuze 
and Guattari terms: “The refrain is sonorous par excellence, but it can as easily 
develop its force into a sickly sweet ditty as into the purest motif” (Deleuze and 
Guattari 2004a, 383). Moreover, the diverse contexts, vast variety of individual 
nuance and the developing of its force into a multitude of purposes for gestures and 
refrains also alludes to the deterritorialization and reterritorialization of these 
phenomena and we will be discussing this in more depth later. 
 
The refrain is the consequence of milieu and rhythm being territorialized. Musically 
speaking it is a coalescing point where vectors carrying information regarding pitch, 
tempo, meter, articulation, dynamic, and technique (lip, finger pressure) merge. A 
refrain is territorial, it is a product of territorialization, of the coming together of many 
intersecting (musical) factors and in terms of how gestures have been described by 
Ferneyhough above, we can see a convergence between the refrain and gesture in 
music.  In the previous chapter we discussed at length the content of territory and 
consequence of territorialization and in this chapter we will be discussing in more 
depth the nature of refrain (gesture), its purpose within the compositional process and 
how a refrain may be reterritorialized in the process of composition. 
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The role of the refrain has often been emphasized: it is territorial, a territorial 
assemblage. Bird songs: the bird sings to mark its territory. The Greek modes 
and Hindu rhythms are themselves territorial, provincial, regional. The refrain 
may assume other functions, amorous, professional or social, liturgical or 
cosmic: it carries earth with it; it has a land (sometimes a spiritual land) as its 
concomitant; it has an essential relation to a Natal, a Native. A musical “nome” 
is a little tune, a melodic formula that seeks recognition and remains the 
bedrock or ground of polyphony (cantus firmus) (Deleuze and Guattari 2004a, 
344). 
 
Deleuze and Guattari emphasize that the refrain is something essential to its 
surroundings. It is of the surroundings, and it defines the surroundings from which it 
comes from by containing essential elements of those surroundings in its make-up. 
However, the refrain can also be taken out of those particular surroundings and stay 
definitively the same in terms of reterritorialization in that it retains its expressive 
powers even though the content might be have changed, in different contexts.  
 
The above quotation is another example of how Deleuze and Guattari use musical 
terms to illustrate their concepts as in ‘a melodic formula that seeks recognition and 
remains the bedrock or ground of polyphony’. In the present work, refrains that were 
developed through an improvising process by Butcher or have been created from and 
are reflective of territories that are specific to Butcher’s improvising language—the 
signifiers of his style, and therefore operate in a definitive relationship to one another 
in consequence of this territorializing of style—become transformed in the process of 
the reterritorialization of the material into the written form of the composition. The 
refrain in this instance illustrates that the ‘gestures’ that have been used to compose 
with are not just parts of language without connections to the source. The refrain (or 
gesture) has links back to the original source, that is, John Butcher’s improvising 
language, and carries important stylistic signifiers with it during reterritorialization.  
 
As noted in the definition from the Introduction, “….music takes up the refrain, lays 
hold of it as a content in a form of expression” (Buchanan 2006, 16) and we are also 
reminded of Hanslick, “that it (music) possesses form and content inseparably” (in 
Hamilton 2007, 88). The refrain, therefore encompasses the totality of territories, 
rhythms and milieus that make up the machinic assemblage and it is this overall 
concept that will be used during the composition stage of the process in describing the 
reterritorializing of improvised materials to notation. Milieus, rhythms and the 
subsequent creation of territories are manifest through the micro-processes and 
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activities concerned with the content (machinic) and subsequent forming of the 
improvisation. Refrain describes the improvising and the molecular level of 
interrelations of musical phenomena in the moment of performance. The refrain is an 
all-encompassing idea, a representation of the collective activities of milieu, rhythm 
and territory. “The refrain is the block of content proper to music” (Buchanan 2004, 
16).  
 
In the analysis of the compositional procedure below I describe the use of refrains that 
return throughout the piece to explain a formal principal that was used in the 
construction of the work. These refrains are also functioning as content (units of 
micro-activities developing from moment to moment) within the piece at the same 
time as functioning as formal signposts for the overall form. In other words the 
refrains in the piece can be viewed as the “block of content proper to music”, self-
contained organisms made up of different levels of sub activities. To illustrate this 
point in Figure 3 below, the milieu the viola is playing would be double stops (as a 
singular sonic element separate from a single note) and the rhythm would be the 
heavy scratchy bow and the dynamic level. The expressiveness of the rhythm 
elements of scratchy bow and the dynamics affect the milieu making it qualitative and 
the interaction of all these factors territorializes this fragment. 
 
Compositional Process 
 
The full score of Gravity is in Appendix II. 
A recording of Gravity featuring John Butcher is in Appendix IV DVD, Track 8 
 
Gravity is explained as the tendency of two objects of mass to accelerate toward each 
other. Newton’s law of gravitation states: “…every particle in the universe attracts 
every other particle with a force that is directly proportional to the product of their 
masses…” (Newton's Philosophiae Naturalis Principia Mathematica 2007). Although 
there has been exhaustive research in the area of how gravity works, including more 
advanced concepts in Einstein’s theory of relativity and in quantum physics, the cause 
of gravity remains a mystery for mainstream physicists to this day. The notion of an 
improvising soloist interacting with a chamber ensemble reading a conducted score 
brings to mind this idea of gravity: particles (musical information) attracting other 
particles with a force that is directly proportional to the product of their masses.  
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I first discuss the use of refrains within the composition generated discreetly for each 
instrument and how these refrains were used structurally throughout the piece. I then 
give an overview of the whole piece and discuss each movement in terms of the 
general influences used that were inspired by Butcher’s playing.  
 
Significantly a lot of the initial refrains that were composed in the opening bars of 
movements for each instrument were used again later in the movement or in other 
movements thereby setting up cyclic devices that would act as quasi-returning themes 
(refrains) to establish signposts in the form. This process is in some part analogous to 
the way that I improvise where the initial gestures (refrains) in an improvisation 
would often be spontaneously realized in the moment and then become formal 
signposts for repetition and transformation later in the improvisation. In many 
respects the ‘through-composed’ nature of the work reflects my experience as an 
improviser. For instance, within the structure of Binary Star—the second movement 
of the piece—when the oboe plays with just the staple42 of the instrument in the 
opening bars of the movement to create a high whistling sound, it is only 
accompanied by the scraping of metal from the percussion part.  
 
 
Figure 1: Extract from the Oboe part from Movement II (bar 1) 
 
The refrain in this context is a simple but quite unique sound that initially appears 
exposed in the score to focus the ear towards its presence. The same sound appears 
again toward the end of the movement, again as an exposed part at the same tempo. 
The return of this particular refrain here sets up formal boundaries—a recapitulation 
of the beginning.  
 
                                                         
42 The oboe staple is the thin metal tube that connects the reed to the body of the instrument that is rounded by 
cork on one end to fit into the instrument and flared at the other to fit the reed. The tube can be separated from 
both the body and the reed as a sound-making device. 
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Figure 2: Extract from Oboe part from Movement II (bars 73) 
 
The use of double stops with a heavy bow and moving parts in the viola score was 
conceived early in the second movement (Binary Star) of the piece, returning at the 
end of the movement as illustrated below:  
 
 
Figure 3: Extract from Viola part from Movement II (bars 19-22) 
 
 
Figure 4: Extract from Viola part from Movement II (bars 85-89) 
 
This viola refrain reappears in the fourth and fifth movements at significant points in 
the overall structure of the piece. For example in the figures below we can see these 
viola refrains return and develop across movements. The overall compositional idea is 
to have each instrument perform a distinctive refrain or gesture and then use this idea 
again to provide structural points throughout the work. The reader will notice that the 
viola refrains also appear at similar moments at the beginning of movement II, IV and 
V. 
 
 
Figure 5: Extract from Viola part from Movement IV (bars 14-21) 
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Figure 6: Extract from Viola part from Movement V (bars 17-21) 
 
The overall structure of the piece developed into 5 movements. The first movement 
formed into a duo between percussion and soprano saxophone exploring the textures 
between the complex overtone series of bowed and struck metal plates and the 
multiphonics of the saxophone. The tempo and sound world that was composed for 
percussion for the movement was directly influenced through listening to and 
understanding Butcher’s ability to create a specific spectrum of harmonics and 
multiphonics on the soprano saxophone.  
 
 
Figure 7: Extract from Percussion part from Movement I (bars 1-20) 
 
The second movement is largely driven by the oboe and is based on articulating and 
trilling refrains influenced by Butcher’s language along with the interaction of all four 
players. Butcher was to be conducted to join the ensemble a little way into the 
movement having switched to tenor, whereupon the improviser engages with the 
other instruments freely throughout the movement. The saxophone is left with 
percussion again (as in movement 1) at the end of the second movement, once again 
playing multiphonics on the tenor saxophone but now with bowed vibraphone rather 
than metal plates and crotales43 as in the first movement. 
 
                                                        
43 Crotales are small tuned cymbals usually mounted in chromatic order on a stand. 
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Figure 8: Extract from Percussion part from Movement II (bars 82-96) 
 
The third movement became a saxophone solo of approximately 3-5 minutes. The 
intention of putting this in the middle of the piece was to create a link between the 
two halves of the piece so that Butcher could improvise on the music that had 
preceded the section and perhaps play things that would point towards what was 
going to happen next. Apart from this it was intended as a space in which the 
audience could hear his improvisational language ‘undiluted’ by my written notes and 
the sounds of the other players—an important movement to give the work space to 
breath and have perspective. 
 
The fourth movement originally began as an area where the piece would explore the 
conducting technique of convection. Seven discrete sections were composed that had 
entirely different orchestration from each other, two of the sections did not include 
Butcher at all and featured more solo content for the other instruments, for example, 
one of the sections is a percussion solo and another section features solo trumpet 
primarily using only breath sounds on the instrument. Up until this point the ensemble 
parts were composed as parts that would accompany and provide refrains for 
Butcher’s improvisation. In this fourth movement the ensemble parts were written to 
feature each instrument. The convection part of the movement involved instructing 
the conductor to choose the order of these sections during the performance—the 
conductor could at given points hold up different fingers to indicate which section 
was coming next in any order that he chose in the moment. Once the new section was 
selected he would then cue the new tempo to begin the section. The intention was to 
create a sense of spontaneity and risk in the music. 
 
The fifth movement features a quartet of oboe, trumpet and viola plus Butcher playing 
soprano saxophone. The oboe part, inspired directly by Butcher’s playing, plays 
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almost continuous trilling on various multiphonics while the trumpet and viola play 
interjections together between silences. Butcher was then required to improvise with 
the constant texture of the oboe and during the gaps between the notated events. The 
intention was for the soprano to work with the multiphonics of the oboe adding and 
subtracting from the surging texture while trumpet and viola have more supporting 
roles until this idea is gradually broken apart and the piece ends. There is a static 
quality to the music that was intentional for the purpose of slowing the music down, 
retarding the forward motion until the end. 
 
 
Figure 9: Extract from Movement V (Final 5 bars)  
 
Territorializing, as we have discussed at length in the previous chapter, is when 
rhythm becomes expressive and milieu components become qualitative. This forms a 
territory in which the refrain finds a home and a passage to move through. “The 
refrain moves in the direction of the territorial assemblage and lodges itself there or 
leaves” (Deleuze and Guattari 2004a, 356). Reterritorialization and 
deterritorialization, however, are the descriptions of the line of flight, of the trajectory 
outwards that refrains follow on their way to find new territories. The movement of 
the refrain is generated from within, from the intrinsic nature of the refrain rather than 
from any outward attraction. “The territory itself is inseparable from vectors of 
deterritorialization44 working it from within: either because the territoriality is supple 
and “marginal,” in other words, itinerant, or because the territorial assemblage itself 
opens onto and is carried off by other types of assemblages” (Deleuze and Guattari 
2004a, 560). Deleuze and Guattari point out that, in any case, territories are constantly 
in flux, constantly breaking apart and open to deterritorialization. As much as the 
definition of a refrain is concerned with the interrelationships with other elements 
from within the territory, the definition of the refrain is also reliant on how                                                         
44 Reterritorialization is a more permanent, content-based form of deterritorialization which is concerned with the 
re-contexutalising of musical affects which I consider in the next chapter. 
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independent it is from the territory. This state of dependence and independence is 
constantly changing as the refrain becomes more expressive. This enables it to move 
to other territories (contexts), to become more independent as a unit of expression in 
itself and to become affectively deterritorialized.  
 
What enables reterritorialization—a more permanent form of deterritorialization—to 
occur is in the inherent nature of the refrain itself, the becoming of the refrain, and 
through this becoming being an element that is well disposed to being re-
contextualised. The refrain is ‘sonorous par excellence’ according to Deleuze and 
Guattari and therefore an element that is extremely well equipped to define the 
representation of music. Ronald Bogue in his chapter Violence in Three Shades of 
Metal: Death, Doom and Black in the book Deleuze and Music states: “For Deleuze 
and Guattari, all deterritorialization proceeds via a process of becoming-other, a 
passage between entities or categories that sets them in metamorphic disequilibrium” 
(2006, 96).  
 
There are a few types of refrain that exist in Gravity: the discreet instrumental refrains 
and ensemble-devised refrains discussed earlier, and then refrains that are directly 
linked to Butcher’s language as an improviser. The former are refrains that have been 
primarily created from within the territory of Gravity (and are then reterritorialized in 
terms of content throughout the piece – discussed below) however influenced by 
Butcher’s playing and the latter are refrains that have been reterritorialized directly 
from Butcher’s playing. Reterritorialization proceeds via a process of becoming-other 
and what has been discussed earlier is how refrains were used as returning thematic 
materials within the composition. Each time the refrain returns it is somehow 
transformed or developed in a state of becoming. Figure 10 shows the viola example 
again, however, this time the examples show the whole context in which the refrain is 
placed—the changing orchestration (territory) as an example of this refrain has been 
reterritorialized throughout the inner content of the piece. 
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Figure 10: Extract from Movement II (bars 19-24 – full score) 
 
 
Figure 11: Extract from Viola part from Movement IV (bars 14-15 – full score) 
 
 
           
Figure 12: Extract from Viola part from Movement V (bars 18-19 – full score) 
 
 
In the next section of the discourse I specifically discuss reterritorialization in the 
context of the composition process. “A musician requires a first type of refrain, a 
territorial or assemblage refrain, in order to transform it from within, deterritorialize 
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it, producing a refrain of the second type as the final end of music: the cosmic refrain 
of a sound machine” (Deleuze and Guattari 2004a, 385). In essence, this quotation 
explains elegantly the process undertaken in my use of improvised materials to 
compose. The first refrains to some extent were taken directly and influenced by the 
collaboration with Butcher’s playing but there were other ‘first’ refrains that were 
generated from the instruments themselves.  
 
‘A refrain of the second type’ or ‘cosmic refrain of a sound machine’ is an attractive 
metaphor that alludes to the function of the notated score in music as a machine. A 
machine as described in the introduction, or “more specifically an abstract (sound) 
machine’s operation, is defined by deterritorialization—it opens the assemblage to 
new forms: it is what enables the assemblage to become other than it is” (Buchanan 
2004, 14). In this way the abstract machine can be viewed very closely in terms of the 
written score. The refrain within the improvised solo being reterritorialized, 
transcribed and transplanted into the score has now become part of an abstract 
machine. The abstract machine is a mechanism whereby ‘it opens the assemblage 
(refrain/gesture content) to new forms, it is what enables the assemblage to become 
other than it is’. In other words, by re-composing the information from the context of 
a freely improvised performance to a written score, I am enabling this information to 
be performed and interpreted repeatedly by other musicians, opening up the 
possibilities of the music further but also enabling the information to become other 
than it is. “The abstract machine is interpretation. It is the meaning process, from the 
point of view of a given expression” (Massumi 1992, 17). Massumi continues this 
same interpretation of the abstract machine and more fully aligning its function to that 
of the score—especially in describing the phenomenon as interpretation itself and as a 
mechanism that portrays the meaning process. A written musical score when seen as 
being a collection of abstract symbols that are there to be interpreted and given 
audible meaning by the performer is analogous to the abstract machine or a meaning 
machine. In other words, a score is there for the performer to create sonic meaning.  
 
The use of Butcher’s language (refrains) in composing content for Gravity evolved 
from forming catalogues of some of his most used sounds (milieus – single sonic 
elements) that he generously shared with me via email (including notation and mp3 
files). For example, he referred particularly to the use of drones in his playing 
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whereby notes in the lower register would be held while other sonic information—
like multiphonic, harmonics and trills that were triggered by over blowing—was 
performed simultaneously. These pedal notes or drones that would grow into other 
information were used throughout the work as can been seen in the analysis below. 
These ideas, for example, were written into the oboe part, especially in the last 
movement.  
 
 
Figure 13: Extract of Oboe part from Movement V (bar 12) 
 
Looking at Figure 13 we see that the oboe is using an E7 throughout this section as a 
pedal point or drone letting multiphonics and trills emerge from the single note 
texture to a more complex texture and back again. This refrain is in direct imitation of 
the notes and mp3’s that Butcher had sent in the development stage of the project.  
 
 
Page 1       Page 2 
Figure 14: John Butcher hand written notes on pedal points, multiphonics and trilling 
options 
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The multiphonics were arbitrarily labeled by Butcher with the Greek alphabet 
(Lamdas and the capital Delta-triangle) but he clearly states which notes were 
produced by each multiphonic on the chart, and importantly what auxiliary notes were 
possible. Below is an additional hand written schema describing the different 
fingerings for each of the multiphonics—these were for Tenor Saxophone. 
 
 
Figure 15: Tenor Saxophone multiphonic fingerings supplied by John Butcher45 
 
The use of multiple sounds with pedal points is also illustrated in the percussion part 
throughout the piece. In the opening movement there are several times where a pedal 
note is required to be simultaneously played with different pitches and textures. 
 
 
Figure 16: Extract of Percussion part from Movement I (bars 16-23)                                                         
45 The three circles above and below the horizontal line correspond from top to bottom to the BAC | FED keys 
going down the front of the saxophone. If opaque it means that that particular key needs to be depressed, if it is not 
opaque then the key is open. The letters to the sides of the line of circles indicate different side keys on the 
saxophone. 
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As explained earlier in the overview of the piece I specifically composed this type of 
texture with the knowledge that Butcher could respond with multiphonics (milieu 
component) on soprano saxophone that would match and broaden (through rhythm) 
the harmonics and sub-tones of the bowed bell plates. I analyse further below, with 
the transcription of the soprano part into the clarinet in Eb, the musical response that 
Butcher actually produced on that particular performance. 
 
One of the key features of Butcher’s playing is his use of noise in the form of non-
pitched sounds on the saxophone such as saliva gurgling (milieu), different flutter 
tongue techniques (rhythm) and the distortion he creates between pitches in a 
multiphonic. Therefore, in terms of representing his language in another context or 
reterritorializing his refrain I chose to use these ideas and apply them to the other 
instruments of the ensemble. The noise aspect of Butcher’s playing is typified in the 
score by using noise areas of all the instruments including the scraping of bow on the 
body of the viola, scraping of junk paraphernalia in the percussion part and the air 
sounds and singing/ playing distortions in the oboe and trumpet part.  
 
Figure 17: Full Score Movement II (bars 1 to 10) 
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Looking at Figure 17 we see a broad array of sound and noise effects created 
throughout the ensemble. The oboe as explained earlier begins the movement with a 
high whistling effect created by just using the staple of the instrument. Percussion 
follows with more non- pitched noise—metal scraping combined with the viola 
scraping the side of the instrument to produce a noise effect and the trumpet 
articulating air sounds through the instrument. In the second system the oboe slap-
tongues and also plays non-pitched air sounds while percussion and viola swish their 
bows through the air. Pitched material finally enters in bar 10 of the movement but 
this is again highly affected by the heavy pressure of the viola bow to create an 
abrasive noisy sounding tone world. To give another example of the noise refrain of 
Butcher’s being used in the score, the following Figure 18 is the trumpet part in the 
Fourth movement. The trumpet here is half-holing notes, playing air sounds and also 
playing conventional notes that are all moving in and out of audibility. 
 
 
Figure 18: Extract of Trumpet part (bars 44 – 67) 
 
As a way of creating a sense that the ensemble was not just reading a score but also 
‘playing off each other’ in a more improvised way, one of the techniques that was 
developed for this purpose was the idea of imitation in the ensemble. At different 
points any one of the instruments is directed in the score to listen to and imitate as 
closely as possible the gestures or refrains that are being played at that moment by 
another notated part, or more often than not, to imitate what Butcher was improvising. 
This gave the piece a fluidity and ‘anti-gravity’ that was effected by whatever Butcher 
would be playing and enabled him to lead the group to some extent at different times. 
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The notion here was to unlock the rigidity of the score and have it subject to whatever 
Butcher was contributing in the given moment. For Butcher, the process of playing 
the composition would be like a feedback loop in the sense of his language being 
reflected in the score whilst the score/music could also be manipulated and affected 
by his playing during the performance.  
 
Figure 19: Extract of Viola part—an example of imitation indication. 
 
Often in the score the ensemble player would be assigned a specific technique, or 
sound world, with which they would have to imitate the other instrument. This, in 
some cases, was in order to preserve the overall sound world of the piece in that 
particular section while the player was free to respond rhythmically, dynamically and 
with different articulation. The technique would dictate the timbre and milieu while 
the player would be free to manipulate the ‘rhythm’ of the territory. 
 
Figure 20: Extract of Oboe part from Movement II (Bars 27- 32) 
 
The symbol used in the oboe part in Figure 20 was often notated to denote imitation 
of the saxophone, or, in the later score, clarinet (playing a transcription of the 
saxophone part). Also of note in the oboe part is the duration of improvisation before 
it goes back to strictly notation again, sounding a slap tongue, non-pitched noise 
articulation. 
 
During the composition stage of the project, I realized that the notation was being 
formed as a context, or framework for Butcher to improvise within. Consequently, 
there was a feeling that ‘space’ had to be created for an imagined part that would 
happen in the performance.  However, as I found during performance, he had left too 
much space in the orchestration to compensate for Butcher’s playing and this affected 
the overall momentum of the piece. I did not want to give Butcher too many 
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instructions, however, as will be discussed in the next section of the methodology, the 
piece evolved greatly over the rehearsal and performance period in response to some 
of these earlier challenges to the writing. 
 
STAGE 3 REHEARSAL / PERFORMANCE 1- TESTING OF THE METHOD. 
 COMPOSITION 
METHODOLOG
Y 
 
SODAR 
STAGE 
PRACTICE  LED  
ACTIVITY 
INDICITIVE 
REFLECTION 
3 PERFORMANCE 1 USAGE AND 
REFINEMENT 
REHEARSAL OF PIECE. 
COLLABORATION 
WITH  
 
ELISION ENSEMBLE, 
CONDUCTOR AND 
JOHN BUTCHER. 
 
PERFORMANCE AND 
RECORDING OF 
NOTATED SCORE WITH 
BUTCHER. 
IN WHAT WAYS DID 
THE COMPOSITION 
TRANSFORM 
DURING THE 
REHEARSAL AND 
PERFORMANCE?  
 
 
The rehearsal period and subsequent first performance of the work involved 
collaborating with Butcher, the ensemble and the conductor. The notated sections of 
the score were set but there were a lot of compositional decisions that could only be 
decided during the period of rehearsal when the improviser was present with the 
ensemble. For instance, there were questions of orchestration including Butcher’s 
entry points (when he would start playing) and exit points (when he should stop 
playing) and what instruments (soprano or tenor saxophone) would suit the sound 
world of particular movements.  
 
Prior to the rehearsal period I had made some decisions on when Butcher would play 
the soprano saxophone because the notated parts were specifically designed for the 
sounds he could produce. In the middle three movements (II, III, IV) we (the group) 
decided to have Butcher play the tenor saxophone because the sound blended better 
with the ensemble and he wanted to perform the solo part in the 3rd movement on 
tenor. We discussed what kind of possible sound worlds and general areas he might 
work with in different movements of the piece and what the other players were doing 
at different times to aid his general familiarity with his surroundings but I never told 
him specifically what to play. The difficulty in this situation was balancing the need 
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to explain some of the formal aspects of the work, so as to create some kind of 
uniformity of intention without imposing too many rules upon the spontaneity of the 
improvisation, the energy of which was a crucial factor in creating momentum in the 
piece. 
 
Butcher decided not to follow the score when he played and instead the conductor 
(Jean Deroyer) would cue him to play and stop throughout the 2nd and 4th movements. 
During the rehearsal period we performed the 4th movement several times and I 
allowed Deroyer to arrange and order the sections in ways that he felt would work: he 
would hold up fingers to indicate which section he wanted to occur next and then give 
a down beat when the new section should begin. For the premiere performance, only 
the first and last sections were decided on in advance as we felt that these particular 
movements worked well with what Butcher was planning to play at the end of his solo 
in movement III (extended trilling) and also the last section of movement IV worked 
well logistically into the final movement V. Interestingly, Butcher did some pre-
planning for what he was going to play, a consequence of having to perform with an 
ensemble that was working from a fixed score rather than improvising, reacting and 
changing in the moment to what he would play. 
 
Having fixed the 1st and last sections of the 4th movement Butcher decided to end his 
solo on a trill that would segue into the trilling gestures found in the beginning of 
Movement 4—an example of his ability to adjust and contribute to the composition 
process. I fixed the last section in place because it did not contain saxophone. This 
was for practical reasons because Butcher needed to change from tenor saxophone to 
soprano for the last movement. After the initial performances I settled on an order for 
the convection parts and this has been maintained for subsequent performances. The 
decision for this was made after the music was tested in performances in various 
combinations to choose the most pleasing order. The development of the composition 
in this way—exploring a variety of compositional options during the rehearsal and 
performance—was an important aspect of the process. It was also felt that the 
spontaneity of the convection movement was not necessarily lost in setting the 
sections before hand.  
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In response to the premiere performance of the work, Keith Gallasch in Real Time 
magazine noted that “O’Dwyer adroitly places Butcher’s improvisational language 
within his own compositional framework, allowing freedom for the soloist against 
scored and semi-improvisational responses from the ensemble… Gravity was an 
engrossingly vertiginous experience” (Gallasch 2006). So the overall strategy seemed 
to be effective. However, there was still more development and revision ahead. 
 
STAGE 4 TRANSCRIPTION 2  
 COMPOSITION 
METHODOLOG
Y 
 
SODAR 
STAGE 
PRACTICE  LED  
ACTIVITY 
INDICITIVE 
REFLECTION 
4 TRANSCRIPTION 2/ 
COMPOSITION 
DESIGN 
AND 
PRODUCTIO
N 
TRANSCRIPTION AND 
COMPOSITION USING 
IMPROVISED PART FROM 
PERFORMANCE 1.  
 
COMPLETION OF 
NOTATED WORK. 
CAN THIS PROCESS 
BE UNDERSTOOD 
FROM THE 
PHILOSOPHICAL 
PERSPECTIVE OF 
DELEUZE AND 
GUATTARI—IN 
PARTICULAR 
RETERRITORIALIZA
TION AND THE 
REFRAIN?  
 
During this stage of the process, I transcribed the improvisations that Butcher played 
in the performance of Gravity and used them to compose a clarinet and bass clarinet 
part. The compositional method in stage 4 comes to a point of completion where an 
entirely notated and to a greater degree finished score is produced46. The transcription 
of the improvised part from the first performance is not a literal transcription 
technique in the conventional sense. The process involves transcribing specific 
information from the recording and then changing other information about the music 
to fit my compositional goals.  
 
In Gravity, I transcribed pitch—milieu (single and multiphonic), dynamics, ‘noise’ 
material—including extending techniques of air sounds, gurgling and articulation. In 
other words, the milieus and most of the ‘rhythm’ aspects of information within the 
refrain were transmitted to the score although altered in the process of 
reterritorialization. Durations were notated relative to the surrounding musical                                                         
46 Small sections of imitation and improvisation still exist in different parts of the score retaining elements of 
spontaneity and instability for future performances. 
 119 
materials already in the score. For instance, a refrain might begin at 60” and end at 
63”. I worked out where this place would be in the score with the guidance of what 
was sounding in the other instruments at that point, or in the case of Butcher’s solo in 
the middle of the piece, I used a time line to understand when he would start a phrase 
and when he would finish, thereby defining the time of each phrase. Having gained 
this information from the recording I interpreted the micro-rhythm of each phrase and 
composed an intuitive rhythmic response to what was being played.  
In this way the refrain in terms of milieu aspects and rhythm aspects were 
reterritorialized – meaning the refrain components were used as the basis for the score 
but altered and transformed in terms of their content.  
 
To give a more accurate description of the activity: while I was transcribing the 
improvisations from the recording I was simultaneously composing the clarinet part 
into the score, or reterritorializing. For instance, I would transcribe specific pitches 
and sounds that Butcher produced, having discussed with Butcher what these sounds 
actually were and also being able to replicate these particular sounds on the 
saxophone (I also play the clarinet and this has enabled me to closely duplicate these 
sound worlds) and replicate these noises in notation adopting appropriate techniques 
on the clarinet to re-create the sound. This was a challenging aspect of the process 
because there are sounds on the saxophone that cannot be reproduced on the clarinet. 
However, in attempting to create the sounds from the saxophone on the clarinet the 
composition moved into interesting areas and extended and developed the sound 
world for the clarinet within this context. In Deleuze and Guattari’s terminology the 
refrains that were reterritorialized from Butcher’s improvisation took on a 
transformative becoming: milieu components from the sound world itself were being 
reterritorialized from the saxophone instrument milieu to the clarinet instrument 
milieu. 
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Figure 21a: Extracts from Movement III (John Butcher solo) 
 
 
Figure 21b: Extracts from Movement III (John Butcher solo) 
 
In Figure 21a we see prime examples of some of Butcher’s pedal point milieus with 
the emerging sound worlds produced by rhythm connecting them with the milieus of 
multiphonics. Also, in trilling between bars 16-39 and in Figure 21b at the end of the 
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movement, we see the extended trilling variation technique (rhythm) that would 
connect movement 3 with movement 4. There are more examples of Butcher’s ‘style’ 
in the use of different articulations of flutter tongue (FL), tongue slaps (X) here. The 
appropriation of ‘irrational47’ rhythms in the score is what could be described as an 
expressive/creative form of transcription as discussed earlier. Clearly Butcher when 
he was performing did not conceive of these phrases in terms of these types of notated 
rhythms—and as an example of reterritorialization—of changing the content structure 
of the refrain in the process of transference. I opted to use Butcher’s refrain and 
transform it, make it into something else, and the process for this was to select the 
milieu or singular sonic element of the refrain and manipulate the rhythmic elements 
(literally and metaphorically). Essentially, this idea describes the reterritorializing 
process involved in using Butcher’s improvised language within the score. In the next 
chapter I describe the development of deterritorialization and explain the subsequent 
notational/compositional process involved in working with the improvised language 
of Anthony Braxton. 
 
The following extract of the revised Gravity score including Butcher’s improvisations 
shows distinctive Butcher refrains that have been reterritorialized. Comparison of the 
revised score with the earlier score illustrates some of the changes that were made in 
response to the challenges outlined earlier of ‘forward motion’ orchestration and the 
idea of composing ‘space’ within a notated piece for an improvising soloist. 
 
  
Figure 22a: Extract from Movement V (Bars 7-10 full score – premiere performance). 
From the top, the instruments listed are:  oboe, trumpet, viola. 
 
                                                        
47 An abnormal division of the pulse. 
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Figure 22b: Extract from Movement V (Bars 7-10 full score – circa 2011) 
 
As can be seen, there was a significant development of musical materials in all the 
parts in response to the first performances of the work. The clarinet part (formerly 
Butcher’s improvisation) within this section is mainly focused on the slap tongue 
milieu (with the rhythm or variations being articulated as open-clear square note and 
closed slap tongue-opaque square note) and the air sound milieu. The parts for the 
other instruments have been expanded significantly—as previously discussed I 
perceived that there was a distinct lack of momentum through this section within the 
composition as illustrated in Figure 22a. The stasis created by the sparse notation 
created a slowing down of ideas that were too dramatic, even during movement V at 
the end of the piece.  
 
However, it was not just a matter of forward motion within the existing parts that led 
to the expansion and development of the music, but also the development of the 
notation in the score as a consequence of the playing of Butcher during the 
performance. We can see here how the improvisation of the saxophone has 
influenced the density and rhythmic complexity of the other parts, remembering that 
the clarinet part is close to the (transcribed) music that Butcher performed in response 
to Figure 22a, and the extraction in Figure 22b is the notation after the performance 
with Butcher. The process of composition itself—the writing of the instrumental 
parts—reterritorialized the refrain of Butcher’s improvising language into the 
contextual sound world that he was improvising to in the moment. However, 
Butcher’s language has in turn deterritorialized the instrumental parts in response to 
his improvisation. Figure 22b also illustrates how the creation of various 
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compositional territories (orchestrations and counterpoints) has resulted in the 
deterritorialization48 of the initial notated material of the composition.  
 
The extract below illustrates Butcher’s playing in response to the first movement of 
the score in his duet with percussion. As discussed earlier in the overview of the 
piece, I created a context of sustained textures in the percussion notation that had 
internal moving parts influenced by Butcher’s drone idea of using a pedal point 
(sustain) with emerging multiphonics, articulations and trilling techniques. Butcher in 
his response and as illustrated in the clarinet part below that eventually materialized, 
performs a number of timbre-rich multiphonics that blend with the overtones of the 
bell plates and crotales.  
 
Figure 23: Extract from Movement I (Bars 21-33, Full Score – circa 2011) 
 
The percussion part was not altered in response to Butcher’s playing in order to 
preserve the sonic relationships that were produced by the two instruments together 
during the performance. However, in terms of the original notated parts being                                                         
48 The changing of the environment and affect rather than exclusively content only. 
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deterritorialized by Butcher’s performance, there were some minor alterations in 
Movement II and the trumpet was added in later versions but these decisions were not 
directly linked to Butcher’s playing as they were in movement V.  
 
 
In this chapter I have compared (musical) gesture and the refrain and presented a 
more practical understanding of the meaning of the refrain by showing how the two 
terms converge. The compositional process of Gravity has been explored and the 
concept of reterritorialization and to a lesser extent deterritorializaiton has been 
presented and discussed at length. What is also significant in this chapter is the 
comparison and explanation of the creative process in terms of Deleuze and Guattari’s 
concepts of refrain and reterritorialization. These terms have shifted over the past two 
chapters from being abstract ideas to ‘metaphors’ to describe the mechanism of 
composing with improvised music. In this chapter I have explained how Butcher’s 
refrains have been reterritorialized from his original improvised performance and 
inserted into the score and the subsequent reworking of the rhythmic interior of the 
refrains through the use of irrational rhythms. In the next chapter I discuss the next 
project, highlighting the adventure of the refrain and deterritorialization in creating 
scores from the improvising language of Anthony Braxton.  
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Chapter 6: Deterritorializing the Refrain  
In this chapter I recount the final project in the creative practice of the exegesis. For 
this project I composed three solo works referred to as Transbraxton Study I, II and 
III for solo violin, bass clarinet and Ganassi recorder in G. These studies were created 
by deterritorializing the improvised materials contained in the solo improvisations of 
saxophonist/composer Anthony Braxton with the following works being used: To 
Composer John Cage Composition 8(f); Composition 8(g) and Composition 106(j) 
(Pointillistic). I give a brief background to Braxton as an artist and then describe the 
initial process of transcribing the improvisations, analyzing this material and 
deterritorializing this information during the compositional process and producing the 
notated scores, inclusive of the collaborative process involved with the different 
instrumentalists. This narrative fulfills two purposes: To describe from a practical 
point of view the transference of materials from the improvised sources to the score; 
and to describe this purpose in terms of the Deleuze and Guattari concept of 
deterritorialization.   
 
Anthony Braxton: 
 
I know I’m an African-American, and I know I play the saxophone, but I’m not 
a jazz musician. I’m not a classical musician, either. My music is like my life: 
It’s in between these areas (Braxton 2012). 
Anthony Braxton (b. June 4, 1945) has boldly redefined the boundaries of 
American music for more than 40 years. Drawing on such lifelong influences 
as jazz saxophonists Warne Marsh and Albert Ayler, innovative American 
composers John Cage and Charles Ives and pioneering European Avant-Garde 
figures Karlheinz Stockhausen and Iannis Xenakis, he created a unique 
musical system, with its own classifications and graphics-based language, that 
embraces a variety of traditions and genres while defying categorization of its 
own. 
His multi-faceted career includes hundreds of recordings, performances all 
over the world with fellow legends and younger musicians alike, an influential 
legacy as an educator and author of scholarly writings, and an ardent 
international fan base that passionately supports and documents it all. From 
his early work as a pioneering solo performer in the late 1960’s through his 
eclectic experiments on Arista Records in the 1970’s, his landmark quartet of 
the 1980’s, and more recent endeavors, such as his cycle of Trillium operas, a 
piece for 100 tubas and the day-long, installation-based Sonic Genome 
Project, his vast body of work is unparalleled (Braxton 2012). 
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Braxton has forged an uncompromising path in the area of solo saxophone 
performance. Since his break-through recording of For Alto in 1968 he has recorded 
numerous albums and performed many concerts dedicated to solo saxophone 
improvisation. Braxton, then, as outlined in Chapter 2, is one of the pioneers and 
innovators in this form of music and for this reason I have been interested in the 
music of Braxton from the beginning of my education as a jazz saxophonist, and 
particularly in his development as a solo saxophone improviser. Braxton in his own 
words describes the development of his solo practice: 
 
I wanted to create a particular language for the saxophone…When I started the 
solo music, I did the first concert, just improvisation. It did not work; I was 
very unhappy. Separation was the only thing I could figure out: focusing on 
particular areas, parameters, I could work within; separating elements as a 
basis for establishing a sound logic. That seemed a practical way to continue, 
as opposed to the idea that whatever you play is interesting so you just keep 
playing (in Lock 1988, 51). 
 
By using the word language, Braxton is referring to a method of predetermining what 
musical materials he would use in a particular solo performance so that each 
performance would become a unique presentation of a finite group of techniques, 
sonic units or language types. Braxton’s language types can be argued to be 
analogous with our previously discussed milieu concept in Chapter 4, however 
Braxton’s approach to ‘separate’ information—to focus on particular parameters—
was a system based on the idea of trying to create and improvise with limited source 
materials rather than to improvise with all of the known techniques at once. The 
development of this process was in response to his first solo improvised concert 
where he felt that he had “run out of ideas” after the first 10 minutes of a 50 minute 
concert because he had performed all of his ideas too quickly without appropriate 
development.  
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Through  ‘separating’ his ideas into discreet units or language types, Braxton came up 
with a system whereby he could define the sound worlds of each of his improvisations 
and use these parameters—sound worlds—to categorise each improvisation as 
separate compositions49.  It could be argued that this approach would focus his solo 
improvisations on his ability to improvise with the variations (rhythm) that were  
available for each language-type (milieu) rather than produce an array of different 
milieu’s every time he improvised. This approach sits neatly with the my previous 
point that improvisation, particularly in a solo context, is primarily concerned with the 
manipulation of rhythm components and it is through the variations of these elements 
that the music becomes expressive and develops rather than improvisation being a 
music that consistently produces new ideas or milieus. However neatly this might fit 
it does not quite work out like that in reference to Braxton. As we see below 
Braxton’s unique approach to improvisation engages with even more levels of 
complexity and parameters than have already been discussed.  
 
Along with milieu and rhythm, components making up territories where rhythm is 
seen as the catalytic agent, Braxton also creates change and expression by rapidly 
juxtaposing milieu components, so much so that these transformations become a form 
of rhythm in itself.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                         
49 Braxton catalogues his solo performances as compositions as a way of codifying one improvisation from the next in terms of 
the language type he predetermines for every piece. Although the language type limits the player to a set number of techniques, 
the development and expression of these language types is via improvisation. Therefore in reference to these works they will be 
labeled as compositions in respect to Braxton’s approach but in essence they are treated as improvisations for the purposes of the 
current analysis method. 
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LANGUAGE AND HOW 
CAN THEY BE 
DEFINED.  
 
CAN THESE 
ELEMENTS BE 
UNDERSTOOD IN 
TERMS OF MILIEU, 
RHYTHM, TERRITORY?  
 
HOW CAN THEY BE 
USED FOR 
COMPOSITIONAL 
PURPOSES?  
2 COMPOSITION DESIGN AND 
PRODUCTIO
N 
USE IMPROVISED 
LANGUAGE TO 
COMPOSE NOTATION. 
CONSULT PERFORMER 
HOW IS THE 
IMPROVISED 
LANGUAGE BEING 
USED WITHIN THE 
COMPOSITION?  
 
CAN THIS PROCESS BE 
UNDERSTOOD IN 
TERMS OF REFRAIN 
AND 
DETERRITORIALIZATIO
N?  
3 PERFORMANCE  USAGE AND 
REFINEMEN
T 
REHEARSAL OF PIECE.  
 
COLLABORATION WITH 
PERFORMER.  
 
PERFORMANCE AND 
RECORDING OF 
NOTATED SCORE.   
IN WHAT WAYS DID 
THE COMPOSITION 
TRANSFORM DURING 
THE REHEARSAL AND 
PERFORMANCE.  
 
DESCRIBE THE 
RELATIONSHIP 
BETWEEN THE 
NOTATED VERSION 
OF THE LANGUAGE 
AND THE REAL-TIME 
VERSION DURING THE 
PERFORMANCE. 
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This chapter combines the three stages of the methodology into one section as 
outlined in the above table and focuses on the narrative of each of the compositions 
separately. Each of the three compositions is reviewed from background research and 
transcription through to composition and performance as a logical progression of the 
creative process. The next part of the writing considers the creative process of 
composing with improvised music in the context of Transbraxton Study I followed by 
Transbraxton Study II, and finally Transbraxton Study III. 
 
During the initial stage of the creative process I selected several solo improvisations 
to be used as source material for the compositions. These improvisations are 
transcribed and analysed using the method outlined in Chapter 4 and subsequently the 
content is discussed from the Deleuze and Guattari perspective of milieu, rhythm and 
territorialization, following the creative practice from the previous project involving 
John Butcher’s work. As I have stated above, the creative process during the creation 
of the Transbraxton Studies was not as collaborative as the one involving Butcher—I 
was unable to interview Braxton or to gain any other insight into his music from a 
personal perspective other than what has already been published. I was much more 
reliant on research and background information from Braxton scholars including 
Graham Lock, Ronald M. Radano and Mike Heffley and from discussions with 
musicians that have previously worked with Braxton.  
 
For instance, in an email interview regarding the assembling of materials for The 
Braxton Project (discussed later) with one of Braxton’s ex drummers, Gino Robair50, 
I gained relevant insight into the music of Braxton and this has influenced the 
approach in conceiving not only The Braxton Project but also the present 
Transbraxton Studies. 
 
Most importantly, one of the things that identifies Braxton’s musical style is his 
use of rhythm51. You can hear it in his solo playing, and his unique feel is 
translated into his ensemble pieces. Of course, I don’t know which piece you’re 
thinking about doing this with and to what degree. But my fear would be that by 
changing the rhythmic feel you would lose the identity of a given piece (Robair 
2009). 
 
The importance of Braxton’s rhythmic approach will come to the forefront later in my                                                         
50 Gino Robair is an American composer, improviser, drummer and percussionist who has recorded with Anthony 
Braxton, Tom Waits and John Butcher amongst others.  
51 In a musical sense! 
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account of the transcription process and subsequent score making of the Transbraxton 
Studies. Moreover, it was the advice of Robair and the extensive scholarly work on 
Braxton’s music and analysis that prompted me to approach this compositional 
process from a deterritorializing position rather than to reterritorialize his 
improvisations as I had done before with Butcher’s music. Braxton is one of the few 
improvising musicians who stress that their solo improvisations are in fact 
compositions and to this end they are all catalogued within his ‘opus’ system of works 
with instructions on how to recreate them, including the materials to use and 
conceptual approach to take when performing them. Moreover, Braxton’s solo 
improvisations are inextricably linked to his comprehensive 
philosophical/compositional system. I decided that it was important to remain faithful 
to this system and to keep these mechanisms in tact as much as possible in the 
compositional process. This project then became concerned with deterritorializing or 
the shifting of the content unchanged as much as possible into a new performance 
situation with different instruments and an actual written score.  
 
It was a decision based on the desire to preserve the rhythmic and pitch materials as 
these two areas are primary in Braxton’s works. In the case of Butcher his areas of 
improvisation are related primarily to exploring the outer limits of the saxophone as a 
‘sound making’ device and these include manipulating a large array of extended 
techniques to meet this artistic end. Braxton’s language on the other hand, and 
particularly in these improvisations, limits itself to mostly manipulating conventional 
saxophone playing techniques. I wanted to experiment with the idea of 
deterritorializing the refrains of Braxton’s music so I could concentrate on how the 
affect of the music changed through the performance on different instruments and 
from notated parts.  
 
As a background to the series of Transbraxton Studies, I directed an event held at the 
Huddersfield Contemporary Music Festival in 2009 titled The Braxton Project52 as an 
arranger, musical director and instrumentalist, where I conducted research, premiered 
the first of my Transbraxton Studies for violin and also wrote programme notes and 
gave interviews and talks for the event. The process involved in this tribute project 
alongside my specific research into Braxton enabled me to compile some valuable                                                         
52 The Braxton Project can be heard here: http://soundcloud.com/timodwyer/01-the-braxton-project-hcmf 
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background information. The following is a statement by me from the programme 
notes of The Braxton Project that briefly outlines the conceptual approach to the work 
that gives some idea of the background practice for the preliminary compositional 
process. 
 
Rather than creating a concert event of separate Braxton works we were rather 
inspired by Braxton’s first instruction in his composition notes: ‘All 
compositions in my music system, connect together’ (in Heffley 1996, 465) 
and the intention of the work to become ‘fields of activity’ (O’Dwyer 2009). 
 
An interesting development of one of the key concepts behind the realization of this 
particular project that has ongoing relevance here is that of ‘fields of activity’ and the 
relationship of this concept to territorialization. This will be discussed in more detail 
in the analysis of composition 106j below, however all Braxton repertoire, as 
explained by the composer, can be played together and in any order. There are no 
restrictions regarding when the music was composed and in many cases what 
instrument the music was originally composed for—the whole oeuvre may be seen as 
a site of exploration whereby interpreters may choose any elements of the whole to 
create new arrangements of the work. In view of these ideas, notions of refrain and 
deterritorialization are relevant in the work of Braxton as he explicitly invites the 
deterritorializaiton of his compositions through the reinterpretation of his work53. This 
catholic approach to the presentation of his music also opened up possibilities to 
consider and then follow the creative process of re-contextualising Braxton’s solo 
improvisations for different instruments. It is also to be noted that from a purely 
technical point of view the Transbraxton Studies were created as instrumental studies 
to attain more knowledge about composing for the instruments in question. 
 
 
 
 
 
 
 
 
                                                        
53 This approach to the research has far reaching consequences that may be followed in the future. 
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Transbraxton Study I (Nov 2009) 
 
Composition 8f as performed by Anthony Braxton can be accessed in Appendix IV, 
DVD Track 9. 
The full score for Transbraxton Study I can be viewed in Appendix III. 
A recording (film) of Transbraxton Study I featuring Graham Jennings can be heard 
in Appendix IV, DVD Track 10. 
 
The first work in this series of Transbraxton Studies, Transbraxton Study I for solo 
violin, was based on the composition/improvisation To Composer John Cage 8f from 
the album For Alto (1968)—this was the debut solo record of Anthony Braxton and 
marks the initial stage of the development of his solo practice and therefore was an 
important piece from a historical and stylistic development point of view. 
Composition 8f comes from Braxton’s Solo Music – Book One (1966-9) which 
includes “[e]leven compositions for a solo instrument utilizing visual notation and co-
ordinate instructions” (in Lock 1988, 334).  
 
The following section discusses the analysis of the work using the method developed 
in Chapter 4. However, in this particular case I combine the language of Braxton’s 
compositional approach with the analysis approach outlined earlier. The combination 
of the two conceptual languages is in respect to the language systems that Braxton has 
already formulated and is a way of understanding his language more fully, and also 
expands the conceptual borders of the present terminology. Braxton describes 8f as a 
composition dealing primarily with the language types of ‘accented long sound’, 
‘staccato line formings’, ‘intervallic formings’, ‘multiphonics’ and ‘legato formings’. 
Braxton, in his composition notes says: “I composed Composition No. 8f as a vehicle 
to establish a fast pulse arrhythmic language platform for extended solo 
improvisation” (1988, 137). The overall compositional direction for this piece is 
described as: “Fast pulse intensity language” (in Lock 1988, 334).  
 
In Table 8 we have the legend explaining the different abbreviations used in the 
analysis of 8f in Table 9 following the method laid out in Chapter 4. The reader will 
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see that the different milieus to be articulated bear the terminology of Braxton’s 
language-types as they are seen as singular sonic elements. I propose that in many 
respects Braxton’s language types are analogous with my own concept of milieu. 
However, to insert Braxton’s language types into my schemata a further breaking 
down of his language is necessary. For instance, the work ‘staccato line formings’ 
needed to be separated so as to align the terminology more closely with my concept. 
It was necessary to do this without destroying the original concept of what Braxton’s 
‘staccato line formings’ indicate. ‘line formings’ could be seen as a milieu, however 
‘staccato’ could be seen as a variation of the ‘line forming’ milieu. Staccato being an 
articulation of the note or line and that becomes part of the rhythm identity, as it is a 
separate element that varies the milieu or language type and therefore creates 
expression and a subsequent territory in relationship with the ‘line forming’.  
 
In addition the ‘legato formings’ were reconfigured, as legato could also be seen as 
quality of rhythm rather than of a milieu. Therefore the first milieu in the schema is 
simply ‘line formings’ and under the rhythm category we have staccato or legato. The 
analysis then shifts the focus of the music to the ‘line forming’ as the principal driver 
of the music that is at times performed legato or staccato. In the analysis below the 
reader can see that the line forming milieus in the second to left column notated as ‘1’ 
have both staccato and legato articulations—amongst others. ‘Intervallic formings’ 
(milieu 2) was interpreted to mean where Braxton plays phrases of larger intervallic 
leaps as opposed to the continuous running chromatic and whole step notes (line 
formings). These milieus were also performed with several different articulations or 
rhythm components including staccato and accent. 
 
Following this argument, ‘accented long sound’ would just become ‘long sound’ with 
the ‘accented’ part belonging to the rhythm aspect of the territory formed by staccato 
and accent interacting with one another. Another interesting point is Braxton’s use of 
multiphonics whereby 8f multiphonics are produced by saxophone notes played 
simultaneously with Braxton vocalizing to form the ‘multiphonic’ rather than there 
being at least 2 notes being sounded from the saxophone (produced by alternate 
fingerings) which is the more common technique or sound when referring to a 
multiphonic. The multiphonic idea in this analysis therefore has been pulled apart to 
be represented by ‘line forming’ (milieu) with a vocalization (v) (rhythm) added to it 
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as the notes are affected by the vocals but the result is one of distortion and not 
necessarily of two pitches being heard. This last point may be argued as in this case 
there is still a multiple sound being produced. I have taken some liberties with 
Braxton’s language type but I have also tried to preserve the overall meaning of each 
of these areas as defined by Braxton within the analysis. 
 
 
Milieu (primary 
sound) 
 
1      Line Formings 
2 Intervallic Formings 
3 Long Sound 
Rhythm (variations)  
CP      Change in pitch   
A   Accented 
L   Legato 
ST    Staccato     
V Voice and notes. 
Gl     Glissando    
R  Rhythmic variations 
M     Melodic Variations 
Tee       Teeth on read high notes.     
‘<+’ Increase in complexity and intensity of the variation 
‘>+‘        Decrease in complexity and intensity of the variation 
From >+ "minimum" to <+++++ "maximum".   
pp p mp mf f ff etc     Dynamic. 
<  >      Crescendo / Diminuendo 
Territory     Territory 
Table 8: Legend of abbreviations used in the analysis depicted in Table 9. 
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COMPOSITION 8F 
Time Milie
u 
Rhythm Territor
y 
(Territorial 
Motifs) 
 
Variation (Dynamic) 
Intensity 
00:00 1 CP/R/M/ST/L (fff<++) <++++ 1 
Db5 / Eb7/ 
B6/ F#6 / 
Various 
00:03 2 CP/R/M/A (fff<++) <++++ 
00:08 3 CP/R/M/L (p<) 2 
00:09 2 CP/R/M/ST (fff<++) <++++ 
3 00:10 2 CP/R/M/ST/V (ff<++) <++ 
00:11 2 CP/R/M/A (fff<++) <++++ 
00:13 2 CP/R/M/ST (fff<++) <++++ 
00:19 1 CP/R/M/L (fff<++) <++++ 4 
00:21 2 - 3 CP/R/M/L (fff<++) <++++ 
5 00:25 3 CP/R/M/A (fff<++) <++++ 
00:26 3 CP/R/M/A (fff<++) <++++ 
00:27 1 CP/R/M/L (fff<++) <++++ 7 
00:31 1 CP/R/M/ST/L (fff<++) <++++ 
00:36 3 A (fff<++) <++++ 8 Db5 
00:38 1 CP/R/M/L (fff<++) <++++ 9 Db5 
00:39 2 CP/R/M/A (fff<++) <++++ 
Various  00:42 2 - 3 CP/R/M/V/GL (ff<++) <++ 
10 
00:44 1-3 CP/R/M/A/L (ff<++) <+++ 
00:46 2-3 CP/R/M/A/L (fff<++) <++++ D5 / Eb5-
C5 
01:00 1-3 CP/R/M/A/L (f<++) <++ Ab5-G5-A5/ D5/ 
Db5 
01:02 3 CP/R/M/L (ff<++) <+++ 
Various 
Db5/ Eb5-
C5 
01:03 2 CP/R/M/A (fff<++) <++++ 11 
01:19 3 CP/R/M/L/GL/V (f<++) <++ 12 
01:21 1 CP/R/M/V (ff<++) <+++ 13 
01:26 2 CP/R/M/A/ST (f<++) <++ 
01:35 3 CP/R/M/L (ff<++) <+++ 14 Various 
01:36 2 CP/R/M/A/ST (f<++) <++ 
15 
Various 
Db5 / 
D6-Db5 
01:39 1 CP/R/M/L (f<+) <++ 
01:41 1 CP/R/M/ST (f<+) <++ 
01:45 2 CP/R/M/ST/A (ff<++) <+++ 
01:52 1 CP/R/M/L/ST (ff<++) <+++ 
02:01 2-3 CP/R/M/L (fff<++) <++++ 16 
Various 
Db5 / 
D6-Db5 
02:05 2 CP/R/M/A (fff<++) <++++ 
02:11 1 CP/R/M/ST/L (fff<++) <++++ 
17 
02:13 2 CP/R/M/A (fff<++) <++++ 
02:14 1 CP/R/M/ST/L (fff<++) <++++ 
02:24 2 CP/R/M/A (fff<++) <++++ 
02:27 1-2 CP/R/M/A/ST/L (fff<++) <++++ 
02:34 2 CP/R/M/A (fff<++) <++++ 
02:43 1-2 CP/R/M/A/L (fff<++) <++++ 
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Table 9: To Composer John Cage 8f from the album For Alto (1968)54 - Anthony 
Braxton 
 
The analysis illustrates some notable factors about the work with regard to Braxton’s 
separation of language types. Braxton intentionally limits himself to using only a few 
of his language types in each solo that he performs. In this way he delineates clear 
structural boundaries from one improvisation to the next as a pre-planned strategy—
we will see some comparisons later—so much so he catalogues each improvisation as 
a composition with strict criteria that presumably any player could perform knowing 
the exact language types to be utilised.  
 
The line and intervallic formings are used primarily in the work coupled with the 
overall ‘fast pulse intensity language’ (Lock 1988, 334) giving the improvisation an 
intense mode of delivery. There are impressive amounts of territories and rapid shifts 
between milieus and inter milieus in this piece that all occur at an accelerated tempo 
indicated by the time line at the far left. Indeed, more so than in the Butcher 
improvisation in Chapter 4, Braxton’s improvisation exhibits many instances where 
one milieu continually moves into the next and back. (00:21, 00:42, 02:01, 03:00 etc). 
It is interesting to note the amount of complexity that this phenomenon creates                                                         
54 This is the first 5’ of a 9’:30” track which was used as the basis of the composition. 
02:46 2 CP/R/M/A (fff<++) <++++ 
02:49 1 CP/R/M/A/L/ST (fff<++) <++++ 
03:00 2-3 CP/R/M/L (p<++)<+++> 18 E6-C6 / 
Db5 
03:02 1-2 CP/R/M/L/A (p<++)<+++> 19 Various 
03:10 1 CP/R/M/L (p<++)<+++> 20 Various 
03:32 Territorial Counterpoint 
03:34 1 CP/R/M/L (mp<+++)<+++> 20 Db5 
03:39  
03:40 1 CP/R/M/L/A (mp<+++)<+++> 20 Db5 
03:42 1-3 CP/R/M/V (mp<+++)<+++> 20 Db5 
03:43 2 CP/R/M/A (f<+)<+++> 
21 
 
Various 
Db5 
 
03:44 1-2 CP/R/M/A/ST (f<+)<+++> 
03:48 1 CP/R/M/L (fff<+)<++++ 
03:49 2 CP/R/M/A (fff<+)<++++ 
03:54 Territorial Counterpoint 
03:55 1-2 CP/R/M/A/L (fff<+)<++++ 21 
Various 04:10 1 CP/R/M/A/L/ST (fff<+)<++++ 
04:26 1-2 CP/R/M/V/L/GL/A (fff<+)<++++ 23 
04:30 3 CP/R/M/V/L/GL (fff<+)<++++ 24 
05:01 END of Transcription 
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throughout, especially between the combinations of milieu 1 (line forming) and 
milieu 2 (intervallic forming) together with the evolving rhythm made up of different 
pitch differentials and articulations. Often Braxton is shifting from one milieu to 
another within very short spaces of time—as mentioned earlier this rapid fire 
exchange of milieus becomes rhythmic or expressive in itself. The one aspect that 
remains relatively constant however, is in the case of dynamics. They do not seem to 
alter so quickly and dramatically as the other elements of the piece save for at 03:00.  
 
In the 54 approximate milieu change points indicated in the 2nd column there are in 
total 242 different variations (rhythm) occurring with an average of 4.6 variations 
(rhythm components) in relationship with each milieu—the usage of rhythm 
components ranges from 1 to 7 at any one time with the sub variations (marked in 
bold). There are also approximately 24 different territories (sustained areas of 
intensity) made up of milieu and rhythm components interacting with each 
deterritorializing into new territories. Rhythm as the critical expressive vector in 
Deleuze and Guattari terms is forever moving between different milieus affecting 
microsonic alterations to the territories at a rapid rate of change. From the analysis the 
reader can see that this is a complex improvisation that on the one hand can be 
explained by line, intervallic and multiphonic formings as separate language types 
from Braxton’s point of view, and can also be represented using this analysis 
approach in terms of the intensity and movement and the rate of change of ideas in 
which all of these musical elements intersect with each other.  
 
The complexity of this improvisation and the tempo in which it was performed 
prompted me to adopt a new way of transcribing and composing. How would I be 
able to notate something like this in a meaningful way that would communicate this 
same energy to a performer to reinterpret? How was the composer, in response to 
Robair’s comment that: ‘Most importantly, one of the things that identifies Braxton’s 
musical style is his use of rhythm’, going to preserve Braxton’s innate sense of 
musical rhythm in the transference of the performance to a score? To solve this 
problem, I came up with a system of notating the pitches of the improvisation along a 
timeline where each pitch was fitted into spaces of up to a tenth of a second—dots on 
a staff with a timeline outlined above it. (See Figure 24)  
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Figure 24: Extract from transcription of 8f (00:00 – 00:20) 
 
However, the challenge became apparent of how to then produce a notated 
composition from these dots that would clearly communicate Braxton’s rhythmical 
sense and articulation—or to deterritorialize his music? There was an obvious energy 
created by intensity, volume and the complexity of elements coalescing at a rapid 
tempo that I wanted to transfer into the score. Unlike the ‘interpretive’ approach used 
in transcribing Butcher’s solo material, where the rhythmic aspect was 
reterritorialized into irrational rhythms, I felt that in this particular project I needed to 
maintain the integrity of the musical rhythm of Braxton’s solo along with the pitch 
and other information and therefore the compositions that came after became much 
closer reflections of Braxton’s playing and language in many respects and had greater 
ties back to the original source materials.  
 
This development of the compositional process was partly in response to the 
complexity of the improvisation and the challenges of articulating the dense 
information; a desire to reflect the overall language type of the improvisation being 
‘fast pulse intensity language’; but was more importantly influenced by the work of 
Braxton scholar’s and by further comments by Robair explaining what were essential 
elements of Braxton’s music that needed to be adhered to in any reinterpretation of 
his ideas. In reference to my intention to using a different rhythmic schema to 
articulate Braxton’s music in The Braxton Project Robair comments: 
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The one issue that might be problematic is the “putting different kinds of 
irrational rhythms” part.  In many ways, his music is more about rhythmic 
choice than melodic (that’s a gross generalization, but bear with me). For 
example, given the choice, he’s happier when everyone plays rhythmically tight 
and there are occasional pitch fluffs, rather than the other way around (2009). 
 
The answer lay in developing a new compositional approach that could address the 
issue of deterritorializing Braxton’s refrains without losing the idiosyncratic rhythmic 
structures of the music. This process entailed creating a specialised notation system 
that was developed out of the transcription idea discussed earlier. This system enabled 
me to transfer the exact pitch information and also replicate closely the intensity 
(expression) through rhythm (musical) and tempo of the piece—at least in terms of 
the duration of events and micro-rhythmic schema. In Figure 25 below we have an 
example of the first page of the notation. The marks (small vertical lines) above the 
notation are the seconds spaced about 4cm apart and in comparison to the analysis 
above in Table 9 and the transcription in Figure 24 the reader is able to perceive the 
realisation of the improvisation into the score. The line and ‘intervallic formings’ are 
quite clearly visible and particularly interesting is the fact that both these milieus 
seem to move in and out of each other as illustrated in Table 9 – ‘line formings’ 
moving into ‘intervallic formings’ and then back again. In other words Braxton is able 
to play lines that have large intervallic spaces interspersed with lines that move 
chromatically at an impressive tempo. 
 
A further point in looking at the score is that the range had to be altered to suit the 
violin (transposed up an augmented 4th) to enable the stringed instrument to still play 
the low pedal point that keeps recurring during the Braxton solo—that of the low 
concert Db5, the bottom pitched note on the alto saxophone, as the lowest note on the 
violin. The reader will notice for instance that this note has been made into a low G5 
to accommodate the range of the violin. This was to ensure that this ‘bass’ note of the 
‘line formings’ remained as the bass note on the violin as this particular note acts as 
an anchor and cadence point throughout the piece. These bass notes acted as territorial 
motifs indicated in the far right column and set up structural relationships within each 
of the territories. Pitch material within the territorial motif column was indicated 
when a more prominent repetition would occur otherwise—when it was indicated as 
‘various’ this means that there were many sub-motifs occurring that perhaps played a 
lesser role in the overall structuring of the piece. The other differences occur with the 
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use of rhythm (variation) components in the score, where the voice and sound texture 
is mimicked by the hard bow pressure and tremolo and accented short notes by Bartok 
pizz. Bow pressure is indicated with the thick continuous line above the stave to 
control the varying intensity of the timbre from a clear tone to a more abrasive tone. 
The legato and staccato articulations were interpreted liberally in the score, as the 
specific tonguing techniques employed by Braxton would have been impossible to 
replicate in terms of the articulation demands on the violinist, particularly when 
Braxton is playing the line forming interspersed with the intervallic forming and using 
different legato and staccato techniques in mid-line. 
 
        
Figure 25: Extract Pg 1 Transbraxton Study I (Violin) (00:00 – 00:21) 
 
What is also of note is the transformation from transcription to finished score when 
Figure 24 is compared to Figure 25. The transcription starts off with beamed groups 
of notes and gradually becomes just the dots on the page with no other information 
apparent. In placing them on the score, I beamed the dots into what I felt were logical 
phrase shapes so the ideas could be more easily read. More information was added to 
the notation for the music to replicate the expressive qualities (rhythm) of the 
improvisation. To this end, dynamics, phrasing marks, articulation and the bowing 
pressure were all added after the pitches were placed on the page. The musical 
rhythms of the piece are notated spatially—as described earlier—and I effected this 
by replicating the divisions of the second into ten subdivisions on the transcription, to 
approximately ten subdivisions between the 4cm width lines on the score, thereby 
enabling the transferred ‘dots’ to be shifted into approximately accurate positions in 
relation to the event timeline in which they were first heard. 
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Graham Jennings, the only violinist to attempt this piece so far, has performed the 
work on about four occasions. During this time there were no expansive revisions to 
the score however, Jennings’ interpretation changed after some discussions and also 
after listening to the original improvisation. If anything, Jennings has been able to 
increase the tempo of the score and also the intensity of the performance to match the 
original over time—a circumstance that is remarkable in the present context. This 
experience suggested also that the notation alone was not communicating the totality 
of the intention of the composer—a realization as part of my ongoing educational 
process in this creative practice. 
 
Transbraxton Study II (March 2011) 
 
Composition 8g as performed by Anthony Braxton can be accessed in Appendix IV, 
DVD Track 11. 
The full score for Transbraxton Study II can be viewed in Appendix III. 
A recording (film) of Transbraxton Study II featuring Richard Haynes can be heard in 
Appendix IV, DVD Track 12. 
 
In the following section I discuss the analysis of Composition 8g and the method of 
composition for Transbraxton Study II utilising again the analysis technique discussed 
above— combining Braxton’s compositional terminology as a way of marrying the 
two conceptual approaches and acknowledging Braxton’s already established system. 
Applying the process above I establish the milieu, rhythm components in the analysis 
legend first and from there present the analysis table indicating the timeline, the 
placement of milieu and rhythm components and also indicate where territories and 
territorial motifs and counterpoints occur. 
 
Transbraxton Study II for solo bass clarinet is based on Composition 8g from the 
album News From the 70’s (1972). Composition 8g also comes from Braxton’s Solo 
Music – Book One (1966-9) and could be seen to be dealing primarily with the 
language types of ‘staccato line formings’, ‘intervallic formings’, ‘multiphonics’, 
‘short attacks’, ‘angular attacks’, and ‘sub-identity formings’. The overall 
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compositional direction for this piece is described as: “Multiphonics - medium pulse” 
(in Lock 1988, 335). 
 
In terms of the way that Braxton’s language types have been represented in the 
following table there were fewer changes to his original terms. The ‘staccato line 
formings’ were again separated to distinguish the milieu and rhythm components 
however the other language types were kept in tact as they clearly represented 
singular sonic elements as per the mileu definition described earlier. For instance the 
notion of multiphonics in this composition has a clear realisation between saxophone 
pitch and also the pitch of Braxton’s voice and is delivered quite deliberately within 
the structure of the piece. The short and long attacks that on the surface could be seen 
as a variation method or rhythm, also sustain an inner logic and structure that pertains 
to a singular sonic element and therefore an identifiable paradigm analogous to a 
milieu. Indeed the short attacks are short notes that appear in isolation that occur 
across the range and can be separated from angular attacks as they do not seem to 
have connectivity within themselves or with other phrases. In the case of the angular 
attacks, Braxton plays, for example, a recurring motive (refrain) illustrated in Figure 
26 that is also delivered like a blast, a literal attack that in terms of pitch organisation 
is quite angular. I have also taken the liberty of placing a further milieu component 
into the analysis: the ‘accented long note’ that falls outside the language types but 
occurs at several points in the piece. 
 
Figure 26: Transcription of the opening phrase from Composition 8g depicting 
the ‘angular attack’ language type. Note that this has been transposed from the 
original alto saxophone improvisation to bass clarinet. 
 
The rhythmic variations remain similar to the first piece and it is to be noted that these 
variation tools would probably remain similar to all pieces in that they are the 
common elements used for improvising by Braxton, Butcher (see analysis Chapter 4) 
and other solo improvisers. As discussed in Chapter 4, in most cases what changes 
from one solo improvisation to the next is the selection of milieu components to be 
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used as the basis for the improvisation, and the variation (rhythm) techniques to be 
applied across all improvisations are similar whether the milieus are pre-planned in 
the case of Braxton or in the case of Butcher and others probably decided upon in the 
moment. 
 
Milieu (primary 
sound) 
 
1      Line Formings 
2 Intervallic Formings 
3 Sub-Identity Formings 
4 Short Attacks 
5 Angular Attacks 
6 Multiphonics 
7 Long Sound 
Rhythm (variations)  
CP      Change in pitch   
A   Accented 
L   Legato 
ST    Staccato     
V Voice and notes. 
Gl     Glissando    
R  Rhythmic variations 
M     Melodic Variations 
Tee       Teeth on read high notes.     
‘<+’ Increase in complexity and intensity of the variation 
‘>+‘        Decrease in complexity and intensity of the variation 
From >+ "minimum" to <+++++ "maximum".   
pp p mp mf f ff etc     Dynamic. 
<  >      Crescendo / Diminuendo 
Territory     Territory 
 
Table 10: Legend of abbreviations used in the analysis depicted in Table 11. 
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COMPOSITION 8G 
Time Milieu Rhythm Territory (Territorial 
Motifs) 
 
Variation (Dynamic) 
Intensity 
00:00 5 CP/R/M/A (ff<++) <++> 
1 
D7-D5-G5-
D5-Db5 
00:02 4 R/A/ST (mf<++) <+ Various 
00:03 5 R/A/ST (f<+) <++> Various 
00:04 4 CP/R/M/A/ST (mp<++) <+> Various 
00:05 3 CP/R/M/ST (p<+>)<+> Various 
00:08 5 CP/R/M/A (ff<++) <+++> D8-D5-G5-
D5-Db5 
00:09 4 R/A/ST (mf<++) <+ Various 
00:10 2 CP/R/M/A/ST (f<+) <++> F#7-C#7-
A5-F#6-
C#6-A5-
D5-A6-D6-
G5-F5 
00:14 4 R/A/ST (p<+>)<+> Various 
00:16 5 CP/R/M/A (ff<++) <+++> D7-D5-G5-
D5-Db5 
00:17 Territorial Counterpoint 
00:18 4 A/ST (p) <+ 
2 
Various 
00:19 5 CP/R/M/A (f<++) <++> G6-Eb6-G5-
Db5 
00:20 2 CP/R/M/A/ST (f<+) <++> Various 
00:22 1 CP/R/M/A (f<++) <++> Various 
00:23 4 R/A/ST (ff<++) <++++> Db5 
00:26 3 – 4 - 3 CP/R/M/ST (p<+>)<+> Various 
00:31 5 CP/R/M/A (f<++) <++> D5-G5-D5-
Db4 
00:32 Territorial Counterpoint 
00:33 3 A/ST (ppp<+>)> -- 
3 
Various 
00:34 4-5-4 CP/M/R/A/ST (f<+++) <+++> D7 – D5 –
G6-D6-F#5-
Db5 
00:36 3 A/ST (p<++>)<+> Various 
00:37 5 CP/M/R/A/ST (f<+++) <+++> D5–G6-D6-
F#5-Db5 
00:38 3 R/A/ST (p<++>)<+> Various 
00:41 Territorial Counterpoint 
00:43 6 CP/M/R/A/ST/G
L/V 
(f<+++) <+++> 
4 
Various 
00:48 3 R/A/ST (mp<++>)<++> Various 
00:50 4 A/ST (p<+>) <+> G5 
00:51 3 R/A/ST (p<+>)<++> Various 
00:52 4 A/ST (ff<++>) <++++> B6 
00:53 Territorial Counterpoint 
00:54 5 CP/M/R/A/ST (ff<++) <+++> 
 
B6 – D5 
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00:55 3 CP/M/R/A/ST (pp<+>)<++> Various 
00:56  4 A/ST (ff<++>) <+++> C#6 
00:57 5 CP/M/R/A/ST (ff<++) <++++> B5 – D5 
00:58 3 CP/M/R/ (p<+>)<++> Various 
00:59 7 CP/M/R/A (ff<++>) <+++> C6-Bb5-A5 
01:00 4 A/ST (mf<++>) <+> Various 
01:02 1 CP/M/R/L/GL (ff<++>) <+++> Various 
01:04 5 CP/M/R/A/ST (ff<++) <++++> Db5 
01:05 2 CP/M/R/A/ST (f<++) <+++> D6-C6-C#6-
A5 
01:15 4 CP/R/A/ST (mf<++) <+> Various 
01:17 5 CP/M/R/A/ST (ff<++) <+++> Db7 – Db5 
01:18 4 CP/R/A/ST (f<++) <+> Various 
01:20 Territorial Counterpoint 
01:23 5 CP/M/R/A/ST (ff<++) <+++> 
6 
E7-E5-F5-
Eb6-G5-Eb5 
01:24 3 CP/M/R/ (p<+>)<++> Various 
01:25 5 CP/M/R/A/ST (ff<++) <+++> Db5 
01:26 8 A (mp<+>)<++> B6 
01:27 6 CP/M/R/A/GL/V (f<+++) <++++> Various 
01:32 4 A/ST (mf<++) <+> Various 
01:33 3 CP/M/R/ (pp<+>)<++> Various 
01:37 5 CP/M/R/A/GL (ff<++) <+++> Db5-A5-G5-
B5-F5-Eb5 
01:38 4-5-4 CP/A/ST (f<++) <++> Db5 
01:40 4-6-4 CP/A/ST (f<++) <++> Db5 
01:42 6 CP/M/R/A/ST/G
L/V 
(f<+++) <+++> Various 
01:44 4 A/ST (mf<++) <+> Various 
01:45 5 CP/M/R/A/GL (f<++) <++> Various 
01:46 4 A/ST/V (fff<++) <+> Db5 
01:48 3 CP/M/R/ (p<+>)<++> Various 
01:49 5 CP/M/R/A/ST (ff<++>) <+++> Various 
01:52 7 A (mf<++) <+> C7 
01:53 5 CP/M/R/A/ST/G
L 
(ff<++>) <+++> Db5-Eb5 
01:56 2 CP/M/R/A/ST (ff<++>) <++> Various 
02:03 1 CP/M/R/L/GL (ff<++>) <++> G#5-G5-F5-
F6 (Db5) 
02:06 Territorial Counterpoint 
02:08 8 CP/R/A (mf<++) <+> 
7 
Eb7 – Bb7 
02:09 6 CP/M/R/A/GL/V (fff<++>) <+++> Various 
02:10 5 CP/M/R/A/ST (ff<++>) <+++> D7-D#7-E5 
02:12 2 CP/M/R/A/ST (ff<++>) <+++> G6-Bb5-A5 
G6-C#6-F#5 
02:15 1 CP/M/R/A (ff<++>) <+++> Various 
02:18 2 CP/M/R/A/ST (ff<++>) <+++> Various 
02:19 7 A/V (ff<++>) <+++> Various 
02:20 2 CP/M/R/A/ST/V (ff<++>) <+++> Various 
02:25 4 A/ST/V (ff<++>) <+++> F7 
 146 
 
Table 11: Extract of analysis of Composition 8g (00:00 – 02:32) from the album News 
From the 70’s Anthony Braxton (released 1999) 
 
As can be seen, the analysis covers the composition from 00:00-02:32 as the overall 
duration of the piece is 07:59 and to analyse the whole would be beyond the scope of 
the current research. The duration of the analysis is enough to point out the main 
structural ideas of the piece and to discuss the milieu, rhythm and territorial content.  
 
There are clearly delineated territories here separated by territorial counterpoints—
movement from within a territorial domain that opens the elements to the outside. In 
this case and as was the case in Buccinators Outing (Butcher 1991) in Chapter 4, 
these territorial counterpoints, or pauses in the improvisation, serve as significant sign 
posts for the form of the improvisation. Rather than being passive silences they are 
active spaces that form cadence points for the material that has been played and set up 
important ‘chaos’ points (‘a genetic medium from which order spontaneously 
emerges’ (Bogue 2003, 17)) for future trajectories. As in Composition 8f, Braxton 
tends to work back and forth between several milieus within each territory rather than 
remain with a singular milieu and vary the rhythm. Rhythm is being varied in each 
case but is moving almost parallel to the rate of change of each milieu. In the first 
territory the milieu of angular attacks (as outlined above) is interspersed with ‘sub 
identity formings’, short attacks and then expanded outward at the end with 
‘intervallic formings’. There is interplay between stasis and activity or stillness and 
forward motion apparent here. The short attacks, angular attacks and ‘sub identity 
formings’ create islands of sound and there is a certain tension that they create that is 
released by the linear movement of the ‘intervallic formings’.  
 
We see in territory 2 beginning with these island type ideas in short attacks and 
angular attacks to be then shifted forward by the intervallic formings and line 
formings milieus (00:20-00:23) to then be brought back to a point of stasis again with 
short attacks, sub identity formings and finally angular attacks to end the territory. 
Braxton builds this static pressure through territories 3 and 4 with these short and 
02:27 5 CP/M/R/A (ff<++>) <++> Various 
02:28 1-2-1 CP/M/R/A (ff<++>) <+++> Various 
02:32   Territorial Counterpoint 
End of extract 
 147 
unresolved milieus reaching a peak at the beginning of territory 4 with the 
multiphonic refrain—notice the amount of rhythm elements and intensity that is put 
into this particular idea adding to the high point in the form. The short ideas continue 
into territory 5 and are only release again with the insertion of line formings at 01:02 
and then the music expands again for an extended period at 01:05 with the 
introduction of intervallic formings. 
 
Territory 6 is made up primarily of the short ideas peaking again in intensity in the 
middle of the section when the multiphonic milieu is introduced. The short ideas 
happen in rapid succession giving the impression of a linear movement but I would 
say that it is really a succession of vertical blocks of densely orchestrated activities55 
placed next to each other in a ‘medium pulse’ as is described in Braxton’s 
composition language—a tempo where these thick vertical blocks of activities can be 
technically executed also pointing at his other composition descriptor for this work 
being ‘multiphonic’—or as I interpret it as ideas stacked vertically as blocks of sound. 
The territory ends once again with ‘line formings’ and ‘intervallic formings’ that thin 
the orchestration down to a line expanding the pulse horizontally. The final territory 
in the analysis begins with the vertical type milieus, expands linearly at 02:12 to 
02:19 moves back to the shorter phrases and ends again with the ‘line formings’ at 
02:28.  
 
The creation of the notated score for Transbraxton Study II followed a similar process 
to Transbraxton Study I whereby the improvisation was notated on a stave with a 
timeline above, placing pitches and sounds in relative distance to the 10th of a second 
indicators placed on the transcription paper. This information was then placed on a 
spatially notated score similar to Transbraxton Study I with a time line above the 
notation so as the performer could interpret the rhythm in terms of relative distance 
with the second indicators and between each sonic event. In Figure 4 the bass clarinet 
score has been transposed down, again to maintain the importance of the lowest note                                                         
55 The idea that a solo monophonic instrument can produce ‘multiphonic’ ideas has been established for a greater 
part of the 20th century. Berio’s Sequenzas come to mind and then the work of new complexity composers in 
Ferneyhough and Finnissy and predating this Xenakis all of whom have worked with the idea of setting up a 
multiple layering of ideas produced by a solo monophic instrument. This is achieved by extreme tempo, usage of 
different ranges on the instrument and giving each of the ideas in each range a separate dynamic and rhythmic 
indication giving the auditory allusion that more than one instrument is being played at the same time. In solo 
improvisation the work of Evan Parker typifies this idea closely. As discussed in the introduction, whilst circular 
breathing Parker through the rapid articulation of notes in different registers of the saxophone can produce a 
multilayered orchestral effect from a single instrument. Braxton in this piece achieves this multiphonic or vertical 
idea also by speed and dynamics 
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on the alto saxophone (Db5) becoming the lowest note on the bass clarinet (Bb3)—as 
in 8f Braxton uses the bottom Bb as played on the saxophone as an important pitch 
marker in some of his recurring gestures (refrains) particularly in the angular attack 
language type as discussed above. In Figure 4 and in the analysis above the refrain 
(language type) that utilises this note occurs throughout the piece and becomes a key 
example of content as form within the context of this research. We can see it clearly 
in the 1st and 4th phrase of system 1; in the 1st, 2nd and 4th phrase of system 2 and then 
predominantly in the beginning of system 4. 
 
 
Figure 27: Extract of Transbraxton Study II for bass clarinet (Pg 1) 
 
Figure 27, when compared to the analysis above, clearly illustrates this idea of 
isolated gestures (from system 1 to half way across the system 3) followed by the line 
formings language type found in the latter half of system 3, then followed again by 
block sound ideas from the beginning of system 4 on the first page of the piece. The 
deterritorialization of Braxton’s solo in this case was made somewhat easier as the 
bass clarinet, being a wind instrument with a single reed, is able to articulate the 
different tonguing techniques apparent in the improvisation. The accents were also 
similarly easier to notate and realize by the player. Also of note is the notation of the 
sub-line formings—these small sounds affected by very soft slap tonguing and key 
click techniques indicated by the sub tone bracket above were also within the sonic 
pallet of the bass clarinet. 
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Transbraxton Study III (Nov 2011) 
 
Composition 106j (Pointillistic) as performed by Anthony Braxton can be accessed in 
Appendix IV, DVD Track 13. 
The full score for Transbraxton Study III can be viewed in Appendix III. 
A recording of Transbraxton Study III featuring Genevieve Lacey can be heard in 
Appendix IV, DVD Track 14. 
 
In the following section I discuss the analysis of Composition 106j (Pointillistic) and 
also the method of composition for Transbraxton Study III utilising the analysis 
already established in this chapter. Applying the process followed above I establish 
the milieu and rhythm components in the analysis legend, first in Table 5, and from 
there present the analysis of composition 106j in Table 6 indicating the timeline, the 
placement of milieu and rhythm components and also where territories and territorial 
motifs and counterpoints occur. 
 
Transbraxton Study III for solo Ganassi Recorder is based on the 
composition/improvisation 106j (Pointillistic) from the album 19 (Solo) 
Compositions, (1988). Composition 106j comes from Solo Music – Book Five (1982-
5). “Fifth series of solo compositions and vocabularies for the creative instrumentalist. 
Can be performed as a single or combination material (in conjunction with the 
complete solo materials of my music system) depending on the needs of the moment” 
(in Lock 1988, 363). This composition can be seen to be dealing with the following 
language types: ‘accented long sound’, ‘stacatto line formings’, ‘intervallic formings’, 
‘short attacks’ and ‘angular attacks’.  The compositional direction for the piece is: 
“pointillistic logic” (in Lock 1988, 364). 
 
As was the case in the previous two analyses I have elected to make some minor 
adjustments to the language types that Braxton offers for this composition. The 
accented long note has been separated out to be represented by ‘long note’ as a milieu 
component and the ‘accent’ part has been placed under the rhythm column as a vector 
that is varying the long note or rhythm that makes the milieu expressive because there 
are several instances where Braxton plays a long note that is accented and at other 
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times where it is not. Therefore it is clearer to illustrate the sound itself in one column 
and then how it is being altered in another column. In the case of staccato line 
formings, this refrain maintains an independence of elements and a singular sonic 
quality that aligns it directly with the idea of a milieu component.  
 
Milieu (primary 
sound) 
 
1      Staccato Line Formings 
2 Intervallic Formings  
3 Long Sound 
4 Short Attacks 
5 Angular Attacks 
Rhythm (variations)  
CP      Change in pitch   
A   Accented 
L   Legato 
ST    Staccato     
V Voice and notes. 
Gl     Glissando    
R  Rhythmic variations 
M     Melodic Variations 
Tee       Teeth on read high notes.     
‘<+’ Increase in complexity and intensity of the variation 
‘>+‘        Decrease in complexity and intensity of the variation 
From >+ "minimum" to <+++++ "maximum".   
pp p mp mf f ff etc     Dynamic. 
<  >      Crescendo / Diminuendo 
Territory     Territory 
Table 12: Legend of abbreviations used in the analysis depicted in Table 13 
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COMPOSITION 106J (POINTILLISTIC) 
Time Milieu Rhythm Territor
y 
(Territorial 
Motifs) 
 
Variation (Dynamic) 
Intensity 
00:00 2 CP/R/M/A (mf<+>) <+> 1 F7-A6-G#7-Bb6 
00:01 Territorial Counterpoint 
00:02 2 CP/R/M/A (mf<++>)<+> 
1 
Various 
00:03 4 L (ppp)<-> Various 
00:04 3 A (f<++) <++> F#7 
00:05 Territorial Counterpoint 
00:06 2 CP/R/M/A (f<++>) <++> 2 G7-Eb6 
00:11 5 CP/R/M/A (mf<++>) <++> Various 
00:12 Territorial Counterpoint 
00:13 3 A (f<++) <++> 
3 
D8 
00:14 3 L (pp<+>) <+> B6 
00:15 5 CP/R/M/A (mf<++>) <++> E7-A7 
00:16 3 L (pp<+>) <+> Various 
00:17 5 CP/R/M/A (ff<++>) <++> C#6 
00:18 3 L (pp+>) +> A7 
00:20 2 CP/R/M/A (f<+++>) <+++> Various 
00:25 3 A (mf<++>) <++> F#8 
00:26 5 CP/R/M/A (f<++>) <++> Various 
00:27 3 L (pp<+>) <+> Various 
00:28 5 CP/R/M/A (f<++>) <++> Various 
00:29 4 L (ppp)<-> Various 
00:30 5 CP/R/M/A (ff<+++>) <+++> 
4 
Various 
00:32 3 A (f<++>) <++> Bb7 
00:33 3 A (mp<++>) <++> Bb6 
00:34 Territorial Counterpoint 
00:36 3 L (pp<+>) <+> 
5 
A7 
00:38 3-4-3 A (mf<++>) <+++> 
A6 00:41 5 CP/R/M/A (f<++>) <++> 
00:42 2 CP/R/M/A (f<++>) <++> 
00:43 3 L (p<++>) <+> E8 
00:44 5 CP/R/M/A (f<++>) <++> Various 
00:45 4-3 L (mf<+++) <+++ B6 
00:48 5 CP/R/M/A (f<++>) <++> 
6 
F#8-Eb6-F#7 
00:49 4 L (pp>) <+> C#6 
00:50 5 CP/R/M/A (f<++>) <+++> Various 
00:51 3 L (mp<++>) <++ B6 
00:52 1 CP/R/M/L (p++>) ++> Various 
00:53 4 A (mf<++) <++ Various 
00:54 4 A (f<++>) <+++> D7 
00:55 2 CP/R/M/A (f<++>) <++> D8 – D7 – Bb6-
A7 
00:57 3 A (mf<++) <++ 7 G#7 
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Table 13: Analysis of Composition 106j (Pointillistic) 
 
To some extent the territorial counterpoints in this piece again demarcate the 
boundaries of the territorial assemblages. However the counterpoints in some areas 
are too short and the flow-on of ideas before and after the pause make them serve as 
only a slight punctuation that becomes part of the territory rather than the end or the 
beginning of a new territory. Territory 1 and territory 13 for example embrace the 
territorial counterpoint within their internal forms. However, in the context of this 
improvisation it is not the territorial counterpoints that generate change, or 
deterritorialize one territory into the next, it is the process of what Deleuze & Guattari 
term a ‘machinic statement’ in the form of the angular attack (5) that punctuates, 
divides and interrupts the flow of the accented long note instigating change 
00:58 5 – 3 - 5 CP/R/M/A (f<++>) <+++> D8 
01:16 Territorial Counterpoint 
01:17 3 – 5 - 3 CP/R/M/A (f<+++) <+++ 8 F#8 – C#8 – Bb6-A6 – G6 – 
F7-F#8 
01:33 5 CP/R/M/A (f<++>) <+++> 
01:42 Territorial Counterpoint 
01:45 5 CP/R/M/A (f<++>) <+++>  
 
 
 
9 
G6 
01:46 3 A (f<++>) <+++> Eb6 
01:47 4 A (mf<+)<++> Eb6 
01:48 5 CP/R/M/A (f<++>) <+++> F7-Eb6-Bb6 
01:49 3 A (f<++>) <++> A6 
01:50 5 CP/R/M/A (f<+++>) <+++> Ab7 
01:51 3 A (f<+++) <+++ C8 
01:52 3-4-3 CP/R/M/A (f<+++>) <+++> B7 
01:54 3 A (mf<++) <++> Bb6-Ab7 
01:55 4 A (ff) <+++> G6-C#7 
01:56 Territorial Counterpoint 
01:57 3-4-3 CP/R/M/A (f<+++>) <+++> 10 F7 – G#7 
02:02 3 L (mp<++) <++> Bb6 
02:05 Territorial Counterpoint 
02:06 3-4-3 A (ff<+++>) <+++> 
11 
F#8 
02:13 1 CP/R/M/A/ST (ff<+++) <+++> Various 
02:14 3-4-3 A (ff<++++>) 
<++++> 
F8 
02:18 2 CP/R/M/A (mf<+>) <+> 12 G7-Bb6-Bb7-
F7 
02:19 Territorial Counterpoint 
02:22 3 A (f<++>) <++> 13 D8 
02:23 1 CP/R/M/A/ST (ff<+++) <+++> Various 
02:26 Territorial Counterpoint 
02:27 5 CP/R/M/A (f<++>) <+++> 13 Eb7 
02:33 End of Solo 
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throughout the piece via the innate ‘character’ of the gesture – the refrain/ gesture by 
its nature pushes to new becomings.  
 
I have discussed the idea of assemblages and machines as the overriding conceptual 
and apparatus that Deleuze and Guattari use to describe immanent structures. Within 
the music assemblage made up of content and expression there are two synthesizing 
assemblages at work. On the one hand, there is the machinic assemblage of content 
and on the other the assemblage of annunciation or the expressive and affecting 
element of music that enables music to make statements or impressions to open it for 
further development and deterritorializiton.  “Machines are always singular keys that 
open or close an assemblage, a territory” (Deleuze and Guattari 2004a, 368). Or the 
machinic assemblage, in this case the content proper or refrain of the music is always 
pushing at the limits of the territory in which it is situated and this pushing effect 
enables the territory to transform into other territories.  
 
The interruptive, deterritorializing force of the angular attack (5) in the above 
improvisation acts like a machine. It bites into the territory, breaks it open and 
eventually forces a transformation of the territory into another territory and by doing 
so enables the territory to morph and to become something other than itself. We can 
see the importance of this ‘singular key’ throughout the whole of the improvisation: at 
the end of Territory (T) 2; the beginning of T4; the ending of T6; the end of T7; 
during the whole of T8; the beginning of T9 and T10; and culminates in the 
expression of the refrain of the piece in T12 where the opening phrase of is repeated 
as the recapitulation, but in the form of an angular attack rather than an intervallic 
forming as it first appears. Figure 5 below shows the first phrase of the piece and then 
also the recapitulation. The reader will notice that the refrain has been transposed 
from the original but it retains clearly recognizable intervallic and rhythmic 
similarities to the original. Notice also the sfz in the second part of the phrase. In the 
context of the piece, particularly in the dynamic marking before and after, this 
angularity coupled with the sudden dynamic change precipitates the angular attack 
language type. 
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Figure 28a: opening refrain 00:00 (Pg1) Figure 28b: recapitulation at 02:18 (Pg 5) 
 
Why can these angular attacks be thought of as machines? It could be argued that the 
primary logic in this piece is the relationship between what is pointillistic (as per the 
overall compositional language type) and what is sustained—illustrated by the 
presence of the (accented) long note and the short note (4) throughout (see figure 6 
below). The sustained and short notes form trajectories through the piece that bind the 
improvisation together whereas the angular attacks are seen as catalysts that transform 
these trajectories into new spheres or ‘fields of activities’ (to quote The Braxton 
Project program note) or territories. “Whenever a territorial assemblage is taken up by 
a movement that deterritorializes it, we say that a machine is released… Effects of 
this kind can be very diverse but are never symbolic or imaginary; they always have a 
real value of passage or relay” (Deleuze and Guattari 2004a, 367). The angular 
attacks, therefore are not there for affect (symbolic/imaginary) or just punctuation, 
they serve a real purpose in the overall structure of the piece, facilitating passage and 
relay between territorial spaces. 
 
Deterritorializing composition 106j that was improvised on solo alto saxophone to a 
Ganassi recorder in G posed a few challenges that were resolved over a period of 
performance and revision. The expressive range of the Ganassi recorder is different in 
many areas to that of the saxophone in terms of dynamic range, articulation 
possibilities and also in terms of the workable pitch range of the instrument. In fact 
the recorder works better in a limited pitch range where the notes are more 
controllable and there are more expressive options at hand. As much as possible the 
pitch materials remained the same as the written pitches from the transcription. 
However the bottom written note of the Ganassi recorder, being F6, needed to be 
adhered to in the writing, therefore any pitches below this were transposed up in such 
a way as to preserve the contour of the line as much as possible. Unlike the previous 
transcriptions, the bottom fundamental (Db5) was not an essential element in the 
improvisation. At the other end of the range, care had to be given to the notes pitched 
above C8 as these notes—particularly F and F#8—have a limited dynamic range and 
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it is quite difficult to play these notes at below mezzo forte. This situation was not so 
much of a problem in this context as the notes in this part of the register were all to be 
played at forte and above. As has been discussed earlier, one of the objectives of the 
creative practice was to produce a series of studies on different instruments so that I 
could gain further knowledge of these instruments. 
 
Figure 29 below illustrates the first page of the score. A similar process as was 
followed with the previous studies was applied to the transcription and compositional 
procedures for this work. The improvisation was transcribed and the notes and sounds 
were placed onto a timeline, this in turn was placed onto the timeline of the score 
using a spatialised notation. The pitch materials and durations of notes were carefully 
placed in relevance to the ‘second’ indicators and to each other. After this dynamics 
and articulation were added in reference to the transcription, listening back to the 
recording and also in reference to the analysis above.  
 
What is interesting to note with all of the Transbraxton Studies was the relative 
success of the spatialisation in terms of retaining the fluidity of ideas and the rhythmic 
identity of the original improvisation—as was pointed out to be of primary 
importance when dealing with Braxton’s work. The fluidity in terms of linear 
movement is most obvious in Transbraxton I but the spatialised notation used in 
Transbraxton II and especially Transbraxton III reflected graphically the sense of 
space and isolation in regards to the materials. In the extract from the score below we 
can see the isolation of milieus clearly illustrated by the space between sonic events 
on the timeline—in other words there is a visual representation of the sound event 
space paradigm. Moreover, in Transbraxton III – the pointillism is also well 
represented visually particularly in system 3 and 4. 
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Figure 29: Extract from Transbraxton Study III (Pg 1) 
 
The Transbraxton Studies was a culmination of creative work and research 
commencing with The Braxton Project at The Huddersfield Contemporary Music 
Festival in 2009 and ending with the composition of Transbraxton Study III in 
November 2011. A rewarding aspect of the research was the process of investigating 
Braxton’s work in more detail and coming to a greater understanding of his 
improvising methods. Braxton’s language types have always been an interesting and 
influential concept for me but it was through the course of examining his 
improvisation in finer detail through the method of composition employed that I 
gained a more thorough understanding of his work. Braxton, in his solo improvisation 
is really playing these language types. What is apparent is that there is no other 
content involved in the improvisation other than what he has claimed makes up the 
composition through his language types. This takes a remarkable level of 
concentration and discipline to execute as an improviser. 
 
However, what this means in the context of the research is that Braxton’s language 
types fit well with the concept of refrain to the current compositional project in that 
his language types can be seen as refrains. For example the line formings refrain is a 
prism of contained information, a crystal of space-time. It acts upon that which 
surrounds it, particularly engaging with other refrain language types as discussed 
earlier, extracting various projections and transformations as it is constantly being 
pulled apart and transformed by other language types within the structure of the 
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improvisation. His language types are also analogous to the discussion of gesture in 
Chapter 4 as they are used as pivotal signposts within the content and the overall 
structure of his improvisations.  
 
These refrains, through the course of the project, have been deterritorialized in the 
method of composition and in Deleuze and Guattari terms when “sound is 
deterritorialized it becomes more refined, specialized and autonomous” (Deleuze and 
Guattari 2004a, 383). These refrains have become more refined or rarefied within the 
confines of the abstract machine that is the score—the mechanism that enables this 
language type-refrain-gesture to become something other than itself, reinterpreted by 
different instrumentalists. The deterritorializing process has specialized these 
materials within the different context of a notated score making them autonomous. 
The language types /refrains of the improvisation have become separated from the 
improviser/composer—from the subjective perspective of the performer—and now 
reside in an abstracted form to be given new meanings by other performers. 
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Conclusion  
The adventure of the Refrain: Composing with Improvised Music. 
 
This exegesis has concerned itself with the creative practice of composing notated 
scores using improvised music from John Butcher and Anthony Braxton as source 
materials. To compose with these improvised sources, however, first I had to come to 
an understanding of the nature of improvised music through the process of analysis 
and then to explore the process of reterritorialization and deterritorializtion 
respectively in applying these improvised materials into a score. To this end I have 
utilized the conceptual language of Deleuze and Guattari—specifically the terms 
reterritorialization, deterritorialization and the refrain—and this prompted the research 
problem:  
 
“Can my compositional process be described in terms of the philosophical concepts of 
refrain, reterritorialization and deterritorialization?”  
 
To answer this problem I outlined in the Introduction and in Chapter 1 examples of 
previous discourses on improvisation and historical attempts to analyse this form of 
music in order to give a context in which to place the current research and the 
challenges of analyzing and composing with improvised music overall. In addition a 
methodology was established in Chapter 2 that provided a framework for the 
production and reflection of the creative practice in Chapter’s 4, 5 and 6. In Chapter 3 
I provided a discussion about the creative background to the present research using 
one of my previous compositions that laid the creative framework for what was to 
become a central compositional theme in Chapters 5 and 6. 
 
In the Introduction the conceptual language of Deleuze and Guattari, in particular, 
assemblages, reterritorialization, deterritorialisation, the refrain and its sub categories 
territory, milieu and rhythm were discussed in depth to give a context for its 
philosophical origins and also to explain how the language was to be used in 
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reference to improvised music and composition for the present exegesis. The 
Introduction served as a premise on which I could develop these concepts in Chapters 
4, 5 and 6 where the conceptual language was further elucidated by the creative 
practice and in turn the creative practice was clarified through the use of the 
conceptual terminology.  
 
In Chapter 4 I introduced and developed a new system of analysis for improvised 
music based on the concepts of milieu, rhythm and territory. Through an analysis of 
John Butcher’s solo improvisation, Buccinator’s Outing, I was able to demonstrate 
the practical application of the terminology. In particular a discussion was developed 
about territories and their creative implications for the ideas of authorship and style in 
improvised music. In addition, the analysis method explained in close detail the sound 
world and operations of the improvisation to provide a clearer understanding of how 
the music was structured and developed over the duration of the piece. 
 
In Chapter 5 the conceptual language was used to describe the compositional process 
in creating the work Gravity that was based on the improvisations of John Butcher. 
During this process the terminology of refrain and especially reterritorialization were 
expanded and deciphered by applying the language directly to the method of 
composing. I provided an in depth discussion on the nature of musical gesture and 
how analogous this term is with the refrain to further elucidate the concept and also to 
position the language of Deleuze and Guattari closer to my compositional ideas. 
Moreover, reterritorialization was further developed in Chapter 5 in describing a 
number of movements in the creative process. Reterritorialization had occurred with 
the transference of Butcher’s improvised language into the score; the language itself 
had been reterritorialized through the process of the rhythmic (in musical terms) 
elements being replaced by my own irrational rhythmic schema; the refrains of all 
instruments went through a process of reterritorialization throughout the piece where 
their refrains would occur at different points in different movements re-orchestrated; 
and how the instrumental parts were reterritorialized and developed further during the 
revision of the piece after Butcher’s performance with the ensemble. In addition, a 
development of the neologism ‘assemblages’ was introduced in the form of a (sound) 
abstract machine, an elegant and illustrative term used by Deleuze and Guattari that 
converges with the idea of the written score as a ‘meaning’ device for interpretation. 
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In Chapter 6 the improvised music of Anthony Braxton was analysed using the 
method developed in Chapter 4 and the taxonomy of milieu, rhythm and territory was 
applied to this process. The analysis of the music involved a unique method by which 
I combined the existing Braxton language-types with my own analysis method and in 
this way deterritorialized his improvising materials. This method was proposed as a 
framework to understand Deleuzian ideas through practical application to improvised 
musical examples, and through this process come to a better understanding of the 
musical and conceptual terminology of Braxton’s compositions at a more detailed 
level.  
 
A new compositional system (for me) was developed to accommodate the complexity 
of Braxton’s improvisations and to satisfy an overriding desire to not deterritorialize 
the rhythmic and pitch schema of his music as it was discovered that this element was 
fundamental to the identity of the artist and so needed to be preserved.  
 
The implications of this research include the application of this analysis method to a 
number of different musical contexts including: the study of style and authorship in 
solo improvisation; as a way of analyzing group improvisation; the notation of 
improvised music; and also to music from different cultures—particularly cultures 
where improvisation and performative aspects of the music are significant to the 
overall meaning of the work as discussed with reference to the work of R. Keith 
Sawyer in Chapter 4.  
 
The compositional technique that was developed in response to the music of Anthony 
Braxton has further applications as an expressive method of composing with and 
deterritorializing freely improvised music or non-metered improvisation and one that 
merges well with the transcription method of notating pitch and sounds to a timeline. 
In addition, there are further applications of the terminology to describe Braxton’s 
music in collaboration with Braxton scholars and hopefully with my own work in the 
future. 
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As was suggested in the introduction the meaning of the terminology of Deleuze and 
Guattari is broad and there are inevitably different applications of refrain and 
deterritorialization—including the sub terms of milieu, rhythm and territory—for 
understanding the nature of improvised music. For example the concept of abstract 
machine that was only touched on in this exegesis has more scope for development in 
future research as its applications seem promising from preliminary trials. The present 
research narrowed the use of Deleuze and Guattari terminology to only a few 
concepts because of the scope of this exegesis. However, it is hoped that this research 
can act as a machinic statement in itself and metaphorically open this research 
territory for further investigations into the application of other conceptual ideas by 
Deleuze and Guattari to the analysis of other forms of music. 
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Appendix I: Gravity Background 
• Email Correspondence 
• Fingering Charts for extended techniques on Tenor 
and Soprano saxophone 
• Initial analysis method 
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Saxophone Techniques (John Butcher) 
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Soprano fingerings for multiphonics 
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Initial Analysis 
 
13 Friendly numbers:  
 
 
Track 1. Buccinator's outing (Tenor). 
Each line of numbers and letters is a separate breath/ and can sometimes be 
interpretted as slightly separate idea. I have tried to articulate the differences in the 
ideas through my catalogue system. At this stage it is pretty rough.  
 
Primary sounds: 
1. Single notes 
2. Multiphonics 
 
Variations: 
TO/fl = flutter tonguing. 
TR= trilling 
M= multiphonic 
PTR= pedal trilling 
O= overblowing 
 
0" 
1 To/fl+< 
PASSAGE 1TO/fl  
1 TO/fl++ TR+ 
1 To/fl++ Tr++O+ 
1 TO/fl++TR+++TO/fli++ O+++ 
 
1:25" 
SHIFT (down) 
1TR++++M++O+++VI++ 
SHIFT 
1TR+M+++ 
1TR++M+++O++ 
 
2:06" 
PASSAGE 2+1 
PASSAGE 1+ TO/fl+TR 
PASSAGE To/fl++To/Oslap+ 
PASSAGE To/Oslap++ To/fl++++ 
PASSAGE Tr++ To/fl+++ 
PASSAGE 2+1 To/fl +++ To/O 
 
4:03" 
1Tr+ O+++To/fl+ 
SHIFT 
1 O+++VI+ 
SHIFT 
1O++ 
 
4':57" 
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PASSAGE  1To/fl++ 
 
5':03" 
2TR>>> VI 
2TR+ 
2TR++ 
2 TR+ 
2TR+++O+++ 
2TR+++O+++ 
2TR+++O++PTR 
2TR+++O++PTR++++ 
2TR+++O++PTR++++ 
2 TR+++O++PTR++++ 
2TR+++O++PTR++++ 
2TR+++O++PTR++++ 
2TR 
2 TR 
 
 
0" 
Flutter tongue- melodic movement, quarter tones. 
Circular breathing.. venting keys/ trilling  over- blowing/ with flutter tonguing. Like 
even but a lot slower.  
:30"- 1':50 
 
Moves into trilling multiphonics- some more melodic passages with multiphonics. 
He seems to be exploring trilling, flutter tonguing. Sustains one note and changes the 
texture by mouth and tongue and overblowing. Getting a high harmonic. 
 
1:50 
 
Trilling multiphonics- going from one multiphonic to another.. 
 
2:07" 
 
Open slap tongue then more melodic passages…flutter tonging a big bit of this. 
 
2:55" 
Back to trilling circular breathing part, sustaining notes- flutter tongue 
 sustainingg one note (circular breathing) and changing the timbre of the note with his 
embouchre. 
 
3:10" 
Melodic passages:  
 
This section is interspersed with sustained moments of sustaining notes and trilling 
 
 
4:15 
until he goes into sustaining the one tone proper and changing the texture by 
embouchre moevements. Looking at  
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5:00 he does a small melodic break then back into multiphonic idea: 
 
5:35 Now going to and from multiphonic ideas- in a progressive kind of way. 
Particularly post 6:00 
 
6:20" Now trilling multiphonics, now trilling between multiphonics.   
Ok, to produce this upper particial while playing different pedals lower down. 
 
Which ends in some single multiphonics. 
 
Track 2. Notelet (soprano) 
 
A small melodic outing…. Using some small tonguing things clear notes and then 
some flutter tonguing. 
 
Track 3. There are today…..(tenor) 
 
Starts with some nice 'noise' mouth stuff- gurgle with some key clicks- then into some 
notes with key clicks and flutter and cyclic loops. 
Trills up high and moving sounds up and down with embouchre.  
 
So trilling again while getting these lower pedals out with high partials being heard. 
 
Track 4. A leap in the light (soprano) 
 
Another quozi melodic offering with some short sharp multiphonics- some flutter 
tongue stuff, and some trills with the same pedal in the bottom moving…..  
 
These pieces seem to wonder around a fare bit.  
 
Some slap tongue stuff with more melodic intrusions… 
 
Some octave displacement things. 
 
Trill multiphonics… some flutter tongue stuff….. 
 
Very jazzy stuff on this album. Some very jazzy causality stuff going on. 
 
Track 5. Bells and clappers (multitracked tenor sax) 
 
 Using the rougher mutltiphonics- they surge nicely in and out. 
 
Some nice shapes in amongst this stuff 
 
About 2:10 opens like multiple repeat with multi slaps being put down. They 
gradually descend and break up and move into more melodic fragments. And the 
slaps become slap/ multiphonics.. panning left to right. 
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Track 6. Two up- two down (multi tracked tenor and soprano) 
 
As the name suggests there are two sopranos and two tenors. 
The sopranos are panned wide left and right and the tenors are in the middle- left and 
right. 
 
The different voices take turns in swapping phrases until they lock in to the tenors 
playing multiphonics in the background and the sopranos doing some melodic stuff.  
 
Track 7. Humours and vapours (tenor) 
 
This is like track 2 but on tenor. Quite a melodic offering really. Some multiphonics 
thrown in here and there. But also a lot of jazzy runs etc etc. 
 
Track 8. Uncommon currency (soprano) 
 
Opens with more multiphonics on soprano. 
 
*** At :18" though he does a strange sound on the sop that is quite peculiar- I 
don't know if this is with his mouth or with a multiphonic or what??? 
 
Track 9. A sense of occasion (tenor) 
 
Does some kissing and some slapping to begin this one. 
Also some nice covering bell with his leg- some great sounds here- and with flutter 
tongue. 
Goes into multiphonic stuff- I think with some vocalising aswell.. 
 
Track 10 The brittle chance (soprano) 
 
Begins with soprano note and then follows this with multiphonic that emphasises this 
note. 
 
This follows more multiphonics that trill together nicely. He does the trilling and 
playing the pedal notes again- I like this technique. 
 
1:40 he changes tack completely and plays this stuttery tonging thing and gets 
some nice low rough sounds- then gets it to go up high and does some nice 
shakes. 
 
Track 11 Mackle music (multitracked sop and tenor- I think) 
 
This one is just key clicks with the microphone put right down the bell and different 
sounds coming via feed back… I still like this sound.- it seems like he can obtain 
sustain with some of this feed back. 
 
Track 12 Tolv two elf kater ten (multitracked soprano with some leg over tenor 
in the background- I think) 
 
There are a fare few saxophones- playing multiphonics and whistle tones in the 
background. 
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Which develops nicely into some unison multiphonics that waver and change subtly. 
Then he gradually changes this again from the background and makes the multi's go 
lower. 
 
Now introducing some slow melodic fragments in the sopranos- this is quite 
orchestral. 
 
Track 13. Whisp and whisk (tenor) 
 
+ increase the variation of idea. 
- decrease variation of idea.  
^ expansion/ or contraction of idea in terms of pitch range 
*expansion/ or contraction of idea in terms of physical "intensity'  
< volume up 
> volume down. 
 
At this stage just work with explanation of ideas rather than scripting them like above. 
 
 
MACRO STATIC IDEAS:  (remember are ideas that are held in place by circular 
breathing- and can be multiphonics and or single tones) 
Multiphonic- represented by the number  2.  
Single tone- represented by the number 1. 
 
Variations 
Trill= A 
Tonguing= B 
 
2+ 
2+ 
2+ 
2+ 
2++ 
2+ 
2+ 
2+ 
2+ 
SHIFT 
2+ 
PASSAGE- 1 
2+ 
PASSAGE- 1 
2+  
PASSAGE- 1 
2+ 
PASSAGE- 1 
2+ 
PASSAGE- 1 
2+ 
PASSAGE-1 ++ 
1A+++++  
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passage+++++ melodic- trill with pedal notes and flutter tongue ++++ expansion into 
use of over tones and extreme range 
b+++++ added flutter and flick tonguing..  
gets softer and finishes 
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Appendix II: Gravity Score  
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GRAVITY 
For Ensemble and  
Solo Clarinet / Bass Clarinet 
 
 
 
TIMOTHY ODWYER 
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Appendix III: Transbraxton Studies  
• Email Correspondence 
• Solo Alto (“language”) music 
• Transbraxton Study I (Score) 
• Transbraxton Study II (Score) 
• Transbraxton Study III (Score) 
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Solo Alto (“language”) music 
 
 
 
(Heffley 1996, 233) 
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Transbraxton Study I 
 
For Solo Violin 
 
 
Timothy O’Dwyer 
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Transbraxton Study II 
 
For Solo Bass Clarinet 
 
 
Timothy O’Dwyer 
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Transbraxton Study III 
 
For Solo Ganassi in G Recorder 
 
 
Timothy O’Dwyer 
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